A MANUAL OF 
HARMONY FOR 
USE IN MUSIC- 
SCHOOLS AND 
SEMINARIES... 

Oscar Pau 



If 

Digitized by Google 



J 




Digitized by Googl 



A 



MANUAL OF HARMONY 



FOB USB IN 



MUSIC^CHOOLS AMD SGMLNARUfi MD fOS 

SELF-IN8TRUDT10N 



BY 



OSCAR ^AUL. PH. D. 

FB0F1880B OP MUSIC IN LEIPSIC UNIVERSITY, TEACHEB IM THE BOTAL 

CUNSEttVA'iORY Oh' MU»1C, STO. 



TRANSLATED FfiOli TH£ LATEST GERMAN EDITION 

BY 

THEODORE BAKER • 

MUS. lX>t'. (LEIPZIU.) 



NEW YORK: 

G. ScHiKMER, 35 Union Squake (West Side). 

1885. 



i 

I 



Digitized by Google 



So 



Oo^rigkt 1885 bjr Q. acuiuuui. 



Digitized by Cooglj 



TRANSLATOR'S PREFACE. 



The teacher who, by doing away with a mass of cumbrous and 
antiquated Kules, and substituting therefor a simple and immutable 
Principle, lightens and abridges the student's task without any sa- 
crifice of thorongbnesB, may justly be regarded as a promoter of the 
best interests of art. 

This fact has long been recognized by those studying under Prof. 
Paulas personal superriaion. Through the publication of his Manual 
of Harmony the study of the first prineipleB of musical art was 
greasy simplified for all fiuniUar with the German langnage. It has 
been the aim of the translator, himself a pnpU of the author, to pre- 
sent, as nearly as might be, the German spirit of tills work in a good 
English hody\ to adhere as closely as posnble to the original text, 
without, boweyer, hesitating to make such slight deviations as ap- 
peared needful for securing directness and clearness of expression. 

The elementary law underlying all forms of hannome combinar 
tion, tiie *lnleroonnectiQn of tiie Chords**, is here set forth and il- 
lustrated in the most thorough and perspicuous manner, thus sweep- 
ing away at a blow the arbitrary "rules" and "exceptions" of former 
systems. The science of thorough-])a88 notation is exhibited with a 
precision and fulness of detail such as may be sought for in vain 
even in books exclusively devoted to this subject. This chapter is 
given in greatly abridged form in the present edition.) The appendix 
contains, in brief, such information as is necessary for a clear un- 
derstanding of the mathematical department of musical science, to- 
gether with references to many of the highest authorities in musical 
literature. The controversial tone pervading the whole work, which 
may be considered by some critics as a blemish, affords a refreshing 
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contrast to the dogmatical laying down of the law too common amon^ 
books of this class, and will luudly £ail to stimulate bright minds to 
think for themseheSy an advantage which cannot well be over- 
estimated. The popularization of many of Haufticanm's theories, 
through their practical application , forms a prominent and highly 
valuable feature of this work. 

The (perhaps) somewhat labored explanation of progressions be- 
tween *1ndireetly oonneeted** triads (pp. 17—19) is to be ascribed to 
HAUFrHANR's inflnenoe, and may, like the paiagiaph on the reso- 
lution of the chord of the seventh on the second degree in mi^ori be 
thought pedantic; in the latter case at least this censure would be 
uijuBt, as the author's own exposition sufficientiy proves. 

In the assurance that the work will recommend itself fiur better 
than any extended eulogy could do, this translation is now laid be- 
fore the American musical public. 

Lexpzig, December, 1883. 

THE TRANSLATOR. 
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The excellent results attending the teachings of the two masters, 
MosiTZ Hauptuanh and E. Fr. Ricbter, have been grateMly 
acknowledged by all those who were so fortnnate as to eajoy their 
instmetion in harmony and eonnterpoint. To the practical discern- 
ment of the experienced teacher, £. Fb. Richteb, the student owed 
his rapid comprehension of the theory of music, and a speedy 
familiarity witii the science of chords in its entirety; but for the 
correction of many errors, — for directing the musical contemplation 
to the nature of harmony, — for obtaining a clear perception of that 
which may be accomplished in this art, — and for the thorough 
mastery of harmonic combinations, which latter, based upon the in- 
dispensable principle of the interconnection of chords, were examined 
and illuminated from every point of view, his thanks were due the 
master Moritz Hauptmann. As a })reparation for the study of that 
grand monument of genius, the work entitled ''Die Natur der Har- 
monik und der Metrik'' [The Nature of Harmonic and Metrical Sci- 
ence] by Hauptmann, an extended course of scientific and musical 
training is required; Kichter's Manual of Harmony, even in the 
latest editions, ignores — donbtiess intentionally — the light which 
the researches of science and pedagogics during the last twenty 
yean haye thrown upon the harmony of Sbbastiah Bach, tiie nature 
of the affinity of chords, the subject of acoustics, and on tiie divei^ 
sity in tiie perception of tones. Death has unhappily put an end [to 
tiie oral teaching of both these eminent scholars. 

For these reasons one of their former pupils now ventures to pub- 
lish a Manual of Harmony, which, while strictiy adhering to scien- 
tific principles, is nevertheless written in popular form, and easily 
intelligible even to the inexperienced. Its object is, to make the 
student quickly acquainted with the science of chords, to teach him, 
through the working out of numerous exercises, the treatment of 
figured basses in all the keys, and, by means of the accompanying 
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explanatory obserrations, to enable him to comprehend the master- 
works of earlier as well as of later date, and to attain the degree of 
insight and independence requisite for supplying, in the eomposi- 
tions of Seb. Bach and his contemporairies, such parts as are indi- 
cated merely by figures. In tliis Manual, which is intended for 
music-schools and seminaries, and also for self-instruction, the author 
has endeavored to unite Ijrevity and clearness of style with a posi- 
tive and well-grounded exposition of the formation of the chords, an 
independent arrangement of suitable examples, and a systematic 
explanation of the harmonic progressions employed in strict compo- 
sition, showing plainly that upon these latter are based the regular 
forma found in the free style : he has attem])tcd to write a manual 
of harmony which should meet the practical and scientific require- 
ments of the present, and prove really useful to the student of music. 
The observant critic will perceive that iiie author sought especially, 
in his disposition of tiie triads, to make all eonstltnent elements of 
the key available, and, in the ezerdses on tiie treatment of these 
chords, to introduce the augmented triad; to arrange the diatonic 
and chromatle progressions of the chords of the seventh methodi- 
cally ; to ezplak t£e structure of the chords of the ninth and of sus- 
pended chords ; to further an understanding of the nature of aug- 
mented chords, and of the harmonies belonging to the "extended'^ 
minor modes; and, finally, to present a complete analysis of the 
system of thorough-bass notation employed in the Bach period, In 
order to ensure a proper comprehension of the same. 

Although claiming the independent authorship of this work, the 
writer is tar from considering it perfect : regarding it as a duty to 
adhere to t)ie principle, that everyone should, until the close of his 
career, neck to learn^ and to combat his oum itifirmities . 

While ready to defend the principles laid down in this book, the 
author will be thankful for any corrections proffered by competent 
critics. 

May this Manual of Harmony meet with a friendly and favorable 
reception. 

Leipzig, May, 1880. 

OSCAK PAUL. 
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The Sealet* 

In the scale a definite position is assigned to each tone. The harmonic 
relations of the various tones can, however, be comprehended only after 
gaiiuiig a knowledge of the chords. The beginner most therefore first of 
all learn the ttraetore of the several major, minor and chromatie scales 
mechanically. All scales progress , botii npwaids and downwards, in a 
snccession of seconds. A second is the progression from any tone in the 
scale to the next one. Those seconds which occur in the miyor and minor 
scales aie caHed diatonic seconds, to distingoish fliem from the chromatic * 
seconds, which are fonnd in the chromatio scale. [See Notes I and II]. 
In the major and minor scales we find [with the single exception noticed 
below] major and minor diatonic seconds; in the chromatic scale only 
minor diatonic seconds and chromatic seconds. [The progression of a 
second is called a Btep, to distinguish it from progression by a wider in- 
terval, which is called a j The scale of C-n^jor is composed of the 
following tones : 

4S8 '4 5 678 

On examining this scale we perceive, that between the first degree and ' , 
tlir second, the secijnd ani third, the fourth and fifth, tiie fifth and sixth, 
and the sixth and seventh, mi^or seconds are to be fonnd; between the , 
third and fourth, and seventh and eighth degrees, are minor seconds. 

(hi the other hand, the chromatic scale beginning on C, which is 
formed by using sharps ( j^) (t. '0. i^ns which raise the notes before which . 
fhey are set by a chromatic semitone) : 

4^8 8 4 5 6 7 8' 9 40 41 19 48 

has chromatic seconds between 1 and 2, 3 and 4, 6 and 7, 8 and 9, 
10 and 11; and diafonle minor seoenda between 2 and 3, 4 and 5, 
5 and ^6, 9 and 8, 9 and 10, 11 and 12, 12 and 13. 

Paul, HanMBj. 1 
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Kthu chromatic scale be formed with the aid of flats {h) 'i. e. siorns 
whidi lower the notes before which they are set by a chromatic semitone) 
and of naturals (|^) (t. «. signs wMeli restore a note previously raised by 
a Bluurp or lowered by a flat to its original pitch) : 



4 2 8 4 5 6 



10 \K 



13 



chromatic seconds occur between 2 and 3, 4 and 5, 7 and 8, U and 1 0, 
1 1 and 1 2 ; diatonic minor seconds between I and 2, 3 and 4, 5 and 6, 
G and 7, 8 and 9, 10 and 11, and 12 and 13. 

All major scales are formed alike. They may be exhibited, using the 
yiolin-clef and the bass-clef alternately, and marking the diatonic minor 
seconds by curves, as follows : 

(/-major. 




4 8 8 4 5 6 7 8 



> p - g , €» » 



4 3 3 4 5 6 7 8 



1 



4 S 3 4 5 6 7 8 



-jBT. 



3C 



4 S 8 4 5 6 7 8 
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The minor scale has two forms: the harmonic and the melodic. Taking 
the sc&le of ^-minor as model, the harmonic minor scale would appear 
thus: 





In this scale minor diatonic seconds are fonnd between the second and 
tiiird, fifth and sixth , and serenth and eighth degrees ; major diatonic 
seconds between l and 2, 3 and 4, 4 and 5. Between the sixth and 

seventh degrees an mtcTval ooenra wbich is greater by a 

ebromatic second fiian the mijor second ^ J ^ , This interval be- 
tween the sixth and seventh degrees of the harmonic minor scale is called 
an augmented second, the interval of a major second being augmented by 
a chromatic semitone. This augmented second is considered an unme- 
iodic interval in the strict style of comporiiion, and therefore undergoes 
a change in the melodic minor scale. In upward progression thb change 
is effected by raising the sixth degree of the harmonic scale by a chro- 
matie semitone (= chromatic second) ; and in downward progression by 
lowering, the sevenlh degree by a chromatie semitone, in which latter case 
the sixth retains tiie same position as in the harmonic minor scale. The 
mMie scale of ^-minor is therefore formed thus : 




It is evident that the augmented second is removed ; that between the 
third and fourth, and seventh and eighth degrees, moving upward, and 
between the sixth and fifth, and third and second degrees, moving down- 
ward, minor diatonic seconds are to be Ibnnd; and that all tiie remaining 
steps are m%|or diatonic seconds. The following harmonic and melodic 
minor scales, in which the mmor diatonic seconds are marked by cnrves 
above, and tiie augmented seconds curves below, should be thiHroughly 
impressed upon the memory. [Bee Note m.] 

Harmonic. ^ — U ''"'"LJ""^ 




^SS4667 8 7654S14 

Melodio. ^ 



4234 5* 6787654824 
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t 



^ A* ^ 
1 \ t 



4 5 6 7 8 7 



f 

Melodic. 



5 4 1-14 



— ^ 



1— zr 



4SS456787<545 I'4 

B-ndnor. 
Hannonio. 

















Crf' ^ — ,__ J 





9^. 



1 2 3 4 6 6 7 ft 7 6 6 4 8 8 

Melodic. ii . 



3^ 



8 4 5 8 



8 7 6 5 



8 8 I 



rminor. 
Hamumic* 



22: 



128 45.67 8 7 664 
Melodic. 



<5! ^ 

4 S 8 4 5 8 

ejj-minor. \ ^ 
H&rmonio. 



787654884 



2£ 



jg. jp. 



4 8 8 4 5 6 7 

Melodic 



8 7 6 5 4 8 8 4 



6 



(3||-iiiiiior. 
Hanncnic 



I 



SOP ^ 



-i^ 2?- 



488456787654384 

Melodic. 



-<2- 



488456787664884 
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i)j|-minor. 
Humonle. 




usr. 



-3S1 



— — ^ — 

iat45«78765«SSI 



1 



Melodic. 



llS45fl7876S4tS1 



I>-iniiM>r. 
Htnnonio. 



-c — 5- 



-iff 



5r 



123456787654834 
Melodic. 







4tt488787«S48ti 



6-miiior. 
Hannoirie. 

-.± T ^ 



3?: 



i 



1 28456787654884 
Melodio. 



488456787684884 



HttlBOIliC. 



488486787684884 

Melodic. 



5P 



EE 



483456787654324 



i-minor. 
Harmonio. 

fc 



2z: 



4 88456787654884 
Melodie. 



423456787654321 
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Bbriniiior. 

Harmonic. 




9 — 



1 2 
Melodic. 



S4S 6 787C548S1 



4 j 

£|^-minor. 
Ilaruionic. 



8 7 6 



8 \ K 



T 




18488787884881 



Melodic. 



-or 



-eS* — ^ 



488488787884881 



CHAPTER U. 

An iBtenral is the difference in pitch (in point of gravity or acntenoBS) 

between two tones. 

The musical intervals, taking the note c as basis, are: 
I. a) ConsonanoeB formed above the basis : 

Oetave. Perfect Perfect Mi^or Minor Major Minor 
Fifth. Foutk. Thixd. Third. Sixth. Sixth. 



i). OoDSonanees formed below: 







■9- 


/g — 


I*- 

tw ■ 




1 11 


Piimei 


Perfect 
Fooith. 


Peifeot 
fifth. 


Minor 
Sixth. 


M%for 
Sixth. 


Minor 
Third. 


Major 

Third. 



The octave, fifth aiid fourth are designated as perfect intervals beoanse 
tfaqr are alike in nugor and minor. C-msjor and 0-mioor for instance 
have the same octave, fifOi and fourth. The thirds and sixths, on the 
oontraiy, differ in msjor and minor; C-migor has a miyor third and mijor 
sixth; (7-minor (hannonie) has a mhior third and a minor sixth. 
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From file above ezampleB it is plain that the *'0oBSO]ianees fonned 
below" aie the inrendoiis of the *'Oo]i80iia]ices formed aboye", and vice 
vena. The downward invernon of an interval comristB in setting the npper 
note of said interval an oetave lower, the lower note retaining its original 
positidn ; the npward inversion eonsists in setting the lower note an oetave 
higher, the npper note retaining its position. 

n. (a) Diatonic dissonances formed above the basis : 

If ^joT Second. lOiior Second. Major Seveiillu Minor SeyenCh. 



1 



~ar — ■ — \>o 



h) Diatonie Dissonances formed below: 





}f» 














Ifinor Serentb. 


Major Serenth. 


Minor Second. 


Major Second. 



This table shows that the inversion of the major second gives the minor 
seventh ; tliat of the minor second the major seventli ; tliat of the major 
seventh the minor second ; and tliat of the minor seventli the major second. 

ILL. Chromatic dissonaucea and augmented and diminished intervals. 

a) Ohromatio second, formed above : fe ^ .iz: ; this interval is 

formed by raising the tone taken as basis a chromatic semitone; 
in this case by a simple shai'p ; at other times by a ii or a x. In various 
manuals of harmony this interval is designated as the ^^angmouted prime**. 

The prime and octave are. however, strictly speaking, invariable tones, 
which do not admit of expansion in either direction ; in the foi-mation of 
intervals the prime is to be regarded as the point of departure, and the 
octavo as the extreme limit ; it is therefor© incorrect to speak of aug- 
mented and diminished primes or octaves. 

h) Ohromaiie second formed below: ^ Both of these cfaro- 

matic seconds must be carefully distinguished from the minor diatonic se- 
conds occurring in the diatonic scale, e. g. the interval c-f or h-c in the 
scale of C-major, or in the harmonic A-mmor scale ; or in general the 
interval between the third and 1, and seventh and eighth degrees in 
any major scale, and between the second and third, and fifth and sixth 
degrees in any harmonic minor scale. 

c) Augmented intervals formed above. Every such interval is formed 
by rainng the liigher tone of a nuyor or perfect interval a chromatic semi- 
tone. For example e'-^ is a mijor second, an augmented second 
formed above : 
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1 



e' V is a perfect fifth, e^'^ an augmented fifth formed above 

Perfect Fifth. 



Augm. Fil'tb. 



i 



The foUowing intervala are therefore to be designated as angmented 
intervals formed above : 



Avgm. 
Seoond. 



Thixd. 



AllglD. 

Fiflih. 



Aiigm. 
Sixth. 



Sevenfh. 



7-4 



^^^^^ 



1^ 



e'-rl e'-a'jf c'-ft'l 



Augmented intervals formed below. Eacli of these intervals is for- 
med from either a major interval or a perfect interval by lowering the 
lower tone by a chromatic semitone. Taking the major second t-'-b;^ for 
example, c-h^\) would be thi' augmented second formed below; c-g is a 
perfect fourth, c'-yj? an augmented fourth formed below : 



13!:. 



Mi^oxSeooad. Augm. Seeond. PexfeetFonilli. Augm. Fouilh. 

The angmented intervals formed below would therefore be as follows 

c'-bhh c'~aW c'-g^ ef-f^ c' a'-dH? 



99^ 



Augm. 
Seoond. 



Augm. 
Third. 



Aupm. 
Fourth. 



Augm. 
Fifth. 



Augm. 
SixtL. 



Seveuth. 



e) Diminished intervals formed above. Each one of these intervals is 
formed from ei&er a minor or jmi/w/ interval by lowering the higher tone 
a ehromatic semitone. For instance. c'-d'\; being a minor second, c-d!\;^ 
vronld be tlic diminished second formed above (in practice this interval is 
also called an "enharmonic step") ; e-f is the perfect fourth formed above, 
and o'-f' p the diminished fourth : 

Hinoar Seeond. DIminlalied Seeond. Pecfeet Fonxth. Diminished Fouifh. 

















\ 
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The following intervals are therefore to be considered as diminished 
intervals formed above : 



Dimin. 
Second. 



Dimin. 
Third. 



Dimin, 
Fourth. 



Dimin. 
Fifth. 



Dimin. 
Sixth. 



Dimin. 

Seventh. 





















— 







y) Diminished intervals foimed below. Eaeh of these Intervals is for- 
med from dfher a minor or per/eet interval foimed below, by raising tiie 
lower tone by a chromatic semitone. For example, c-h being a minor 
seoond fomed below, c'-bjff would be the diminished second (also called 
in praetice, an **enhannonic step*^ ; c-^ being the perfect fourth formed 
below, e'-ffjl^ would be the diminished fonrth: 

^ ^ 1 ' 



Minor Seoond. IMminiahed Seoond. Perfect Fomtli. Dlminiehed Foarth. 

The following would consequently be the diminished intervals formed 
below : 



c' 



c 



-4 



c 



i-4 



c 



Dimin. 
Second. 



Dimin. 
Third. 



Dimin. 
Fourth. 



Dimin. 
Fifth. 



Dimin. 
Sixth, 



Dimin. 
Sevcmth. 



The pnpil will notice, on examining these tables, tliat the diminished 
intervals formed above are the inversions of the augmented intervals 

formed below ; and that the diminished intervals formed below are the 
inversions of the nufrmentod intervals formed above. The following tables 
of all inten als and their inversions will facilitate the comprehension of 
the foregoing rules. 



I. Consonances. 



Perfect 


Perfect 


Perfect 


Major 


IfUiot 


Major 


Minor 


.Oetove. 


Fifth. 


Fourth. 


Third. 


Third. 


Sixth. 


Sixth. 














=^ 




^ 








a 





Perfect 
Prime. 



Perfect 
Foarth. 



iS> 




=i2a— 


1 


r ?<S>- -jj 












Perfect Minor 
Fifth. Sixth. 


Major 
Sixth. 


Minor 
Third. 


Major 
Third. 



Diyilizeo by GoOgle 



10 



MANUAL OF HARMONY. 



n. IMflaonanoes. 



1. Diaiome DUtommem. 

Major Second Miiutt SeeoDd Mijov Seventik Minor Seventli 
foimed above. fomed above. foimed above. fmned above. 





♦ 






pi , 


L >■ .1 







Minor Seventh Major Suveutb Minor Second Major Second 
formed below. formed below. formed below. formed below. 



2. ChronuUic DUaoMnew, 
' CHiiomatto Second above. Chromatic Second below. 




OEoas-relatlon aiiiuig ficom Cnws-relaiton arising fiom 
invezcion of the chromat. inversion of the cliroin.-st. 
second formed above. second formed below. 



In examining fhe a tn wt i u n of tliese intezvals, ilie reUiioii snbdeting 
between the tones oonstitating the chromatie seeonda formed abo?e and be- 
low, and their inYeniona, t. «. the eroaa-relation [also named the wkainnomo 
or fab9 relation], which latter is proseribed in strict composition, ahonld 
be partienlarly observed. 



Augm. 
Second 
above. 


Augm. 

Tkiid 

above. 


Augm. Augm. Augm. 
!Fioiiz& mth Siztb 
abOTO. above. above. 


Augm. 

Sevenih 

above. 










P- 1^ 


[=1^ 







Dimin. Diinin. Dirain. Diuiin. Dimin. Dimin. 
Seventh Sixth ^ Fifth Fourth Third Second 

below. below. ' bdow. below. below. . below. 
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Dimln. 
Second 
above. 



Dimin. 

ThM 

Aliove. 



Dlmin. 
above. 



Dimin. 

Fiilli 

above. 



Dimin* 
Sixth 

above. 



Dimin. 

Seventh 

above. 



^Rs — ^ 



Aogm. 

Seventh 

below. 



Augm. 

Sixth 

below. 



Augm. 

Fifth 

below. 



Augm. 
Fonxth 
below. 



Augm. 
Thixd 
below. 



Augm. 

Seeend 

below. 



The task now before the pupil eon^ts in taking each note [in the 
ehiomatie eeale] as basis, and naming the interyalB to be fomed npon it, 
wiihont using mnsie-paper or the piano. The emptoyment of the latter 
-wAnld often only serre to oonfiiBe him, beoanse of flie *'eqnal tempera- 
mentT [see Note IV] of this instrument, in eonsequenee of whieh sueh 
tones ns 9 I and e* and IfL c* and etc. are sounded by one and 
the same key, and consequently have the same pitdi ; the ability to think 
in aceordance ^vith the system of pure harmony, which is, for musical 
orthography, the only oorreot and really significant one, will be seriously 
impaired, if the learner has not previously acquired practiee in tiie form- 
ation and employment of the various intervals. 

On the piano and organ, the tuniuti; of which is "tempered" in conse- 
quence of their mechanism as keyed instruments, the exact pitch of the 
intervals cannot l)e ascertained, each key being used to produce tones 
dissimilar in thek pitch and harmonic relations as well as in name. For 
instance, the tone c is, on the piano and organ, the same as or t^H? ; 
the chromatic second c-c ^ the same as the diatonic minor second c-^ ^ ; 
the augmented second c-d ^ the same as the minor third e'Vj? etc. The 
learner will therefore do wdl to'.eoncei^e liie mnaieal Intenrals as sung 
rather than as played. In the ■^'equal temperament^* of the piano and 
organ the following intervals are, n>r example, alike : 




which shows that musical orthography cannot be based upon the key- 
board of the piano or organ. Correct musical thinking can be done only 
in accordance with the rules of pure harmony; the piano may be used 
occasionally when the learner finds it necessary to assist his thought by 
means of audible tones ; in such cases the true kannonie relations should 
of eonrse be carefUly kept in yiew. 
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It may be mentioned here, that perfect octaves, fifths and fourths were 
formerly classed as perfect consonances, and ihinh and sixths as imper- 
fect consonances. This classification, which properly belongs under the 
head of *'aooii8lieB'', is net applicable to musical practice, and stands in 
need of correetion in any ease [compare Notes IV and IX] . 



CHAFFER m. 

Keys and Chords, 

Every tone receiTes an inteUigiUe designation and [hannonie] sSgni- 
fioance in the key. The key may be exhibited not only throng the 
soale (t. 0, the succession of notes which, arranged in a seriei of steps, 
are to be regarded as the separate elements of the key in their relation to 
the tonic), but also by means of letters, for the pnrpose of showing the 
relation of the chords one to another. As each individual tone obtains 
mnsical significance only through its connection with the key, in like 
manner every chord formed according to acoustic principles must be 
named with reference to its position in some key [see Note V], Before 
proceeding to the system of alphabetical notation it is necessary to state, 
as an axiom, that each chord has an individual character, which, however, 
is made fully apparent only through its relation to other chords. This 
relation is based upon the 

Interconnection of the Chords 

an understanding of which is most readily obtained by nsing the system 
of alphabetical notation introduced by Moritz Hauptmann. According 
to this system, if the key of C-major be taken as illustration [of the 

major mode*], the tonic [or key-note] is represented by a capital C. The 
fifth, the opposite [see Note VI] of the tonic, is also represented by a 
capital letter, in this case G. The third, or mediant, is represented 

by a small «. These three notes conStitote the major triad 

[triad= common chord] which would be given, according to Hauptmann's 
formula, as C-e-G . The major triad is formed by a combination of two 
intervals, in the above example C-e and e-G \ the lower, C-«, is a major 
third, and the higher, e-G, a minor third. 

In the same way another major triad can be formed if G be taken as 

basis 1^— or as expressed in letters O-b-D. As regards the lelatioii 

The term *'mod^ U Bynonymoiu irith ^'jnodel key", or key in the abstract. 2V. 
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in which these two chords C-e-0 and ^^^8^ stand to each other 
0-«-O U named the ehord of the tonie, the fonndation- 

■tr — 

cliord of the key of C-major ; G-h-D is the chord of the dominant, govern- 
ing or determining tlie character of the same key above the chord of 
the tonic, and standing in oppoaition to that chord. The triad F-a-C 

also stands in oppo^tion to Cf^O, and is oalled the ehord of 

the sw^dominant, determining the character of the key below the tonic, 
the note F being the fifth below the tonic C. These three chords C-e-G, 
O-^D and F-a~C foim the foundation of the key of C-mtgor, which is 
represented In letters as follows: F-^h-O-^O^D, or as represented 
in notes: 




I S t 4 5 6 7 8 

To ensnre an understanding of the reistfons of the ehmrds, the three 

Fimdamental Triads 
O-e-O, O^D and F^n-C are marked by enrres above the letters : 

F~a^G'^D. 

These fundamental triads are based upon the first, fourth and fifth degrees 
of the scale, as shown below : 



i 



T g .. g-"^ " ' " 



4 S S 4 5 6 7 S 

On <Mrf^iwifi{fig the eonneoting links between the ehords, «. «. sneh tonee 
as are eommon to any two of them, it is evident that C is the connecting 
link between the chords F-a-C and C-e-G. The tone C being the fifth 
above Fand the fifth below G, it is clear that the relation of the above- 
named chords to each other is dependent upon this position of C. These 
chords areeonsequently designated as ^chords connected through the fifth'^. 
The two triads C-e-G and G-h-D are likewise chords connected through 
the fifth, the connecting note G, which is common to both, being the fifth 
above C and the fifth below D. The tonic triad C-e-G is therefore 
connected through tlie fifth with both the sub-dominant triad F-a-C and 
the dominant triad G-h-D. Taking an example in four-part harmony, 
which is chosen in order to obtain, through the bass, a firm foundation 
for the musical progressions, we perceive that the progression from one 
triad to another is accomplished by the aid of their connection through 
the fifth, the connecting tones giving harmonic stability to the progressions. 
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We first set the notes C, F, C as bass (or harmonic basis! for a progres- 
sion of triads in which the fundamental chords formed on the above- 
named notes are to be employed, and write the example in close position : 




In this example the notes in close position are arranged in snch a manner 
that 6r, the highest note of the first chord, which is the touic triad C-c-G, 
stands to the bass-note C in the relation of the fifth. This relation is not 
altered by flu fiusft thftt the note C [tiie ao-ealled little c if named accor- 
ding to absolute piteh) lies an oetave lower than the C (= c') which 
appears in the third part. (The parts are here numbered aeeording to the 
usual method, the highest being eaUed the first, the next one below the 
second ete.) The position of the first triad, with the fifth in the first part 
[soprano] is marked at the beginning of an example in harmony, by a 5. 
The progression from this chord to the triad F-cb-C, with wliich it is 
connected through the fifth, is accomplished by the movement of the notes 
e and G to F and a respectively, C as connecting link remaining statton- 
aiy ; in the retrogression from F-a-C to C-e^O the notes Ftmd a move to 
e and G, C remaining- as before stationary. The contrary motion observ- 
able in this example between the bass and the two highest parts is con- 
sidered preferable, inasmuch as it brings the diflerence in character 
between the two forms of chords into sharper contrast. 

The following examples show the progressions as tliey appear when 
the first triad takes the two remaining forms of close position : 



I 



' m 



8 



— r 



TMrd Sn Sopxano. 



2: 



jSL 



The figures 3, 5 and 8 indicate that the third, fifth or octave is to be 
taken in the soprano. ' « 

The progression from the tonic triad to the <loniinaut triad, and vice 
versa, is to be efi'ected in a similar manner, it being necessary to pay 
spedal attention to the connecting link G only. The examples here given 
in flio three forms of dose position will snffice to iUnstrate this connec- 
tion: 
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^ 1 






-1 ^ ' 


8 

1 — 0_| [-A J 


3 





Prooeeding witii the aaalyais of the foimiila F-a-O-e-Cf^D, in wUeh 
die Amdamental triads ure marked by eimres, we find that another triad, 
of different character, lies between the triads of the tonic and sub-domi- 
nant , t. e. on the snb-dominant side of the formula ; another triad of 
different character is also to bo found between the triads of the tonic and 
dominant . i. e. on the dominant side of the formula. We mark these 
two triads a-C-e and fi-G-b by curves under the letters ; it must be borne 
in mind that these triads, while resemblin<^ each other, are quite different 
in character from the three fundamental triads. In respect to these latter 
it has already been shown that they have, through the position of the 
thirds, the major third being below and the minor third above, a major 
character; in the subordinate triads a-C-e and e-G-b, in which the po- 
sition of the thirds is reversed , the minor third being below and the 
major third above, we find tlie opposite of the major character, which is 
the minor. These two minor triads are based upon the sixth and third 
de^ees of the soale : 

1 S 8 4 5 6 7 8 

The triads of the second and seventh degrees still remain to be noticed. 

By means of our alphabetical formula the organic connection of these two 
triads with the fundamental triads can be shown, after pointing out the 
yarious connecting links to be fonnd between the several fundamental and 
subordinate triads in the formula 

For instance, in n-C-c and C-c-G the tones C-c are common to both. 
These two tones f(»rm the interval of a major third; these triads are 
therefore to be regarded as "connected through the third"^ The triads 
e-G-h and C-e-G are also considered as "connected through the third", 
the tones e-G, which are common to both, constituting a minor third. 
After apprehending the principle of this relation it is easy to perceive 
that the triads a-C-e and F-a-C are connected through the minor third 
€b-C, and also the triads e-Q-B and Cf-b-D through the major third G-b. 
Pirogressions between triads thus eonnected are accomplished in the same 
manner as between triads connected through the fiftii; except that in this 
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latter case we had but one tone as connecting link , whereas between 
triads connected through the third two such tones are to be found, as is 
shown in the following examples: 

lifth in Sopiano. Oetove in Soprano. 



^ iz 






1 — ^ 1 g — 






I— ' » ' 1 

Third in Soprano. 

-0 r« — _ 


... jCi'-.,.. 








^ H9s 



I 



g3E 



351 



Triads having one tone in common, as marked by one ligature, are 

connected through the fifth ; those having two tones in eommon, as mar- 
ked by two ligatures, are connected through the third. 
^ As remarked above, triads are still lacking on the second and seventh 
degrees of the scale; they may be added to the formula for C-major, 
F-a-C-e-G-b-D, in the following manner.. The formula is enclosed by 
a line drawn at either limit jF-a-C-e-G-h-Dj . the fifth of the dominant 
triad, or D, is written next the fundamental note of the sub-dominant 
triad, which is F\ and the fundamental note of the sub-dominant triad, 
F^ is written beside the fifth of the dominant triad, D. The formula 
now appears thus : 

DlF^^<^DjF 

A a S. < 5 « 7 8 

The two new triads obtained by this procedure, DjF-a and b-B/F, 
are based upon the second and seventh degrees of the scale. The chord 
upon the second degree sounds, on the piano or organ, i. e. in the tem- 
pered system of tuning, like a true minor triad, in pure harmony however 
this chord on the second degree of the major scale is by no means a 
true minor triad, for the reason that the interval J)-a is not a perfect 
fifth, but is, as proved by mathematical analysis, a somewhat lesser inter- 
val. For this reason it would be well to designate this triad as a dimin- 
iflbed triad of minor character ; because, although in the system of ''equal 
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tempenunoDl^ mm genmllj employed it usually makes fhe same impres- 
8lon on the ear as a minor triad, its fifth appears in pore haimony, when 
compared with a perfect fifth, as diminished. The triad based upon the 
senrenth degree of the scale is on the contraiyimmediatelyreeognised as a 
diminished triad not only in pure hnt also in tempered harmony, its fiflh 
being a decidedly lesser interval than the p^eet fiflh. [See Notes m 
and Vn]. 

In practice the two intervals b-D and D/F, which, when united, con- 
stitute the fiftli which forms the boundary of the key, as represented in 
the alphabetical formula, are treated as minor thirds. 

The entire key has therefore the following triads : 



-a. 



1 2 

the fundamental triads are indicated by curves aboYO the letters, and the 

subordinate triads by curves below. We observe, on inspecting the chords 
of the key of C-major, that neither the triad D/F-a nor the triad b'D/F 
is directly connected with the tonic triad C-e-G, they having no tone 
in common with the latter. A connection can be effected, in either case, 
tlirougli the aid of two other triads. These are, on the sub-dominant side : 
(1) a-C-e, wliich is connected with C-e-G through the third, and with 
D/F-a throu^-h the fifth; (2) F-a-C, which is connected with C-r-G 
through the fifth and with D/F-a through the third; on the dominant 
side: (1) e-G-h, which is connected with C-e-G through the third and 
with J- through the fifth; (2) G~h-D, which is connected with C-c-C 
through the fifth and with b-DjF through the third, llauptmann attempts, 
in Tiew of these indirect connections, to explain the progression from 
C-e-G to DjF-^ by interpolating, and to a certain extent using as a sub- 



stitnte for the former, the triad o-C-* : fh) -; and by sub- 

stituting in the progression form C-e-O to h^DjF the triad for 

C-e-G: ^ " . The desired end is far more easily attained 

if we regard D/F-a and b-D/F as compound triads, and attempt to find 
the connecting harmonies between these compound triads and C'-e^G 
(taking the latter as starting-point), by first gaining, wlfldn the bounr 
daries of the enclosed formula /F-a-C-e-G-b-D/ a connection with D 
and F, and then finishing the progression. Witii the addition of a bass 
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the coirectues3 of the progression 



..IP 



^ would therefore be proved 



by isterpolatiDg following conneeting hamonieB; 



In the same way the eometneas of the progfeflaion 



can be shown by fhe employment of intermediate harmonies as follows: 




. It will be shown ftirther <m, in treating of the 



m 



inyersions of triads, for what reasons the triad h-D/F is not employed, 
as a mle, in the fimdamental position in fonr-part harmony. In progres- 
sions between indirectly connected chords the beginner should observe 
the following practical role, — that tho bass is to be led in contraiy 

motion to the other parts. For example, the sub-dominant triad F-a-C 
is not directly eonnected with the dominant triad G-b-D, these triads 
having no tone in common ; the prot^rcssion from one to tho other is ac- 



thns 



J 

















1 . 



. The meaning of the term "contrary motion" is 



made elear by the example itself, and is illnstrated by dashes, the three 
in the upper staff having a different direetion from the one in the lower 



staff. Foraiiel motion is shown by the following example 



9= 



in which the two dashes in the treble clef point in the same direction as 
the one in the bass clef. The direction in which the parts are led is 
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clearly shown by the dABhee. The coneetneBS of the progresBioii: 



may also be proved by the interpolation of connecting 




harmonieB, as here given 




J a. 



Through tiiese explanations and practical hints the learner win be 
enabled to write exercises having as their object harmonic progressions 
between the triads exhibited in the alphabetical fonnola. In order to 
beeome familiar with the structure of all the keys it is necessary that the 
pnpil should learn them and write them out in letters and notes, and so 
impress them on the memory as to be able to answer correctly all ques- 
tions on the position and interconnection of the triads in the major 
keys, as shown in the formulas. Following examples comprise all the 
m^jor keys. 

fi>, .' ^ ^^^^^^ "^^^^^ "^m^^ ""■^^^^ ^^^M^^ ^^H^^' ' — -• 




t > 4 t 6 



a > 4 



E/G-b-Dy^A-4-B/O BjD-j'^A-4-E-g'^-Blp 




4234 5 678 12345678 



C8/£-yfr-B-4-4-«fr-Ct/S 



«tt4t«T$ 



4 I 8 4 S 6 7 8 




4 8 3 4 5 6 7 8 



4 8 8 4 5 6 7 8 
2« 
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4St46«78 4tt4Be7 8 

^^^^^^^^^ 



ISt48678 




4 8 8 4 5 6 7 8^ 















4 3 S 


4 1! 


6 7 


1 : 

8 



The three example8 foHowing, in which the openiiig chord is given in 
eaek <tf the poBitioiiB mentioBed above, shew every species of co]iBeotia& 
between the tritdfl. 

1) % 

















g 

t^i I» — - 













6 


X- ii a — ^ 




rjr4— 1 — 





9) 



^ ^ ^^ 




2z: 



31 



The learner shoold now write the three higher parts to the basses given 
below. 
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Chords CO 
characteristic 


Dnecte< 
) rclat 


i thro 
ion, i 


ugh t 
I cert4 


lie fift 
lin au 


li. bet 
itagon 


ween ^ 
Lsm is 


which, 
appai 


by r 
rent, 


<g 

cason 
are i 


of this 
allowed 



greater freedom of motion, even in strict composition, than chords con- 
nected through the third. Between these latter progressions in contrary 
itujtiun, in the manner peculiar to the progressions between indirectly 
connected chords, are not permitted in strict composition^ on account of 
their dose affinity ; sach progresdoiiB in contrary motion «re, m the other 
hand, allowed between ohords connected through the fifth. CSioids con- 
nected thiongh the iliird can therefore not progress as in the following 
examplcB : 





1 
















■ 




\-- — 1 — 


1 1 : 



Such progressions would serve to show a lack of understanding for the 
affinity of the chords, althongh no mistake in the leading of the parts can 
be pointed ont. TlieBe progressionB are conseqnently permiBBible only in 
free compoeitiott, in wMch the intimate connection necessaiy in strict ^ 
composition is not required. In tids case the progressions may be ex- 
plained by snpposhig that an intermediate or connecting chord (here 
given in qnarter-notes) has been left ont : 









— — W — - ■ 




1 r — 



In these examples the affinity of the chords is shown to be felt, although, 
the intermediate chord being left out, it is not expressed. The progression 
from the intermediate chord to the one following consiBts simply in a 
change of tiie relative pocdtions of the three parts above the bass; this 
progression being tiins shown to be in a manner derived from a progresnon 
based npon the rules of strict composition, is consequently permissible in 
free composition. Between diords connected through the fifth, on the 
other band, such progressions as are given bdow axe allowed in strict 
compo8iti<Hi: 
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-.4 



Here ve feel tbat fhese piogreasioiis we correct, and it can be proved, 
by the use of intermediate chorda, that our internal eonseionsneea corre- 
sponds to the natnre of the case. Through these InterpolationB, as given 
further on, the melodic connection is shown to be formed by the soprano; 
we recognize tlie coiTectneSB of this progression from the fact, that the 
intermediate chords are connected with the first ones through the third, 
the progression being therefore accomplished under the rule for progres- 
sions between indirectly connected triads. For this reason the phrase : 



^3 



14: 



so often used as cadence or close, can be regarded 



only with approval. A close formed by triads is called an authentic close 
when the dominant triad precedes the tonic triad ; and a plagal close [see 
Note YIllJ when the sub-dominant triad precedes the tonic triad ; e. 

1. Authratic dose. 2. Plagal close. 



1 



The phrase , 



-J: 



in which the [triads of tliej second. 



dp 



fifth and first degrees occur in succession, is quite as correct as the two 
closes above-mentioned, and is, in fact, nearly as complete as the perfect 
close, which contains the chords of both dominant and sub-dominant : 



i 
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because two (oiii's charucteristic of the sub-dominant, namely the funda- 
mental and tlic tliird, also appear in the triad DjF-a. Other chords 
connected through the fiflh may progress In the same way, as the follow- 
ing examples show : 



i 



8 



I 



22 



The proof of the correctDOBS of such progressions is here given: 




In the above examples the progression 



is left out, the 




melodic progression F-h in the Imss not being conpiderod admissible in 
vocal music. This interval is called :i intone, being formed of three whole 
tones or major seconds; the two intermediate tones U and a should not 
be skipped in good vocal composition. By interpolating the chord «-C-c 
the tritone disappears. The above rule for the tritonc, or augmented 
fourth, is applicable to all augmented intervals, the use of sucli inteiTals 
in melodic progression not being permitted in strict composition. 

In the following exercises the pupil will have an opportunity of em- 
ploying such progressions between ohords connected through the fifth as 
were shown alrare. 









0^ 














/9 





3) H 
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*^Y:i.l!J /^j-F ^ 1, 




^-iM 1 ^ 11^ '-^ ^ 1 

a/L. a»-*^* 1- 1 1 1 1 — — -b-zw «'--^4 


1 >g 1 1 ^ 1 ^> 1 V 


-L*-* 1:-! 

— Utfj — 



The bass-notes to such chords as sliould bo connected by a progression 
in contrary motion are connected by daslies. 

Tliese exercises will give the learner sut'licient practice in writing such 
progret^sions. 11 is attention may lierc be called to the set^tteucea, i. e. series 
of similar melodic progressions, as in fonrths or fifths : 




The sequences of fourtbs arc well adapted to form a basis for harmonic 
progressions in confrary motion; whore sequenct^s of (iftlis occur the prin- 
ciple of C(tnnectin;? the liarmonies through the liftli should be adhered to. 
The priijci]»le of indirect connection is in no case applicable to chords 
connected tluough llie third ; such progressions would make the compo- 
sition apitear clumsy, as was remarked above. 

in all progressions already exhibited it is evident, that no two parts 
can move in parallel octaves or parallel Jiftl^. 

PanUel Octoves. P»xaU«l Fiftbs. 




The impossibility of snch motion lies in the organic interconnection of 
the chords : thus the cardinal precept in the manuals of harmony , to 
"avoid parallel octaves and fifths", is made to appear superfluous. An 
unpracticed eye will nevertheless bo often deceived when parallel fifths 
and octaves occur between the middle parts, or between one middle and 
one otiter part. 
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The pupil should now roTiow fhe fSollowing principal points : 
1 . Write all tiie intervals, taking any given note as basis, and : 

snre that the explanations on tlie snl^eet of eonsonanoes and dissonanees 

have been flioronghly nnderstood. E, if, : 

a) INTEIiVALS FORMED WHEN C IS TAKKN AS BASIS. 

Chromatic minor Seconds. 
Octave. Second above. Dimin. Minor. Major. Ailgm. 







t-lris — iJ ^^J — 






^"bh. bi. i. 1 



Prime 



Chromatic minor 
Second below. 



Sevenths. 

Angm. Major. Minor. Dimiu. 

Thirda. Fourths. fifths. 

Dimin. Minor. Mi^. Augm. Dimin. Peifeet. Augm. Dim. Perf. Angm. 



1=6 



Sixths. Fifths. Fourths. 

Augiu. Major. Minor. Dimin. Augm. Perfect. Dimin. Augm. Perf. Dimin. 

Sixths. Sevenths. 
Dimin. Minor. Major. Augm. Dimin. Minor. Major. Augm. 



2%trds. Seconds. 
Angm. Major. Minor. Dimin. Angm. Mi^or. Minor. Dimin. 

h) INTERVALS FOBMED WHEN IS TAKEN AS BASIS. 

Cliionttitc minor Seeimdt, 
Oetwe. Second ibore. Dimin. Minor. M^r. Angm. 



s# • 



W4 



Prime. 



Chromatic minor 
Soeond ImIow. 



Sevenths. 

Angm. Major. Minor. Dimin. 
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TMrds. Fourtht. Fifth$. 

Dtmin. Minor. Major. Augm. Dim. Porf. Augm. Dim. Perf. Augm. 




8ix»». FtfOu. FtmrtU 

Augm. Miijwr. Minor. DImia. Aogm. Perf. Dimin. Augm. Perf. Dimin. 

Si.rth.i. Strenth.^. 
Dimin. Minor. .Major. Augm. Dimin. Minor. Major. Augm. 



l ^ fir * ' |y p 




9a 



Ihirdt. Seconds. 
Augm. Major. Minor. Dimin. Angm. M^or. Minor. Dimin. 



r) INTERVALS FORMED WHEN IS TAKEN AS BASIS 
Octave 



Chromatic minor 
Second above. 



Cross-relation rosultiiig from inversion of 
the cbromat. minor Second formed above. 




Chromatic minor 
Sceoiid lielow. 

GrOii-reUtiou resulting from inversion of 
the eliromat. minor Second formed below. 



Second*, 
Dimin. Minor. Major. Angm. 



^ It » T =1 



SeoenUu. 
Angm. Mi^r. Minor. Dimin. 

Hards, Fourths. Fifllis. 

Dimin. Minor. Major. Augm. Dimin. Perf. Augm. Dimin. Perf. Augm. 



SUlhs. Fifths. Fourths. 

Angm. Hi^. Minmr. Dimin. Angm. Perf. Dimin. Angm. Perf. Dimin. 
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8ixlh». Sevenths. 
Dimin. Mlnox. H^or. Angm. Dimln. Minor* Major. Aagm. 

¥ »f T | f ¥ T I I : 

Thirdg. Seconds, 
Aagm. Mi^joT. Minor. Dindn. Angm. Major. Minor. Dimln. 

These examples will i^nffice to render the prmcipies iovolved in the 
formation of inlei vals iiiiclligible. 

2. Write out the fundamental triads, in all the keys, in letters and 
notes, beginning with T-major. 

3. Point out the .subordinate triads on the third and sixtli degrees, and 
explain the formation of the compound tiiuds ou the i>ecoud and tjovonth 
degrees of the scale. 

4. £9iow in what manner the triads are connected with each otih«r 
(tfarovglL the third, tfanmgh the fifth, or indirectly) . 

5. Write <mt all nujor keys in letters and notes. 

6. Analyse the triads on the seeond and seyentii degrees, and make 
sore that the distinetion between the fondamental and snbordmate triads, 
as regards their nujor or nunor ehaiaeter, is thorongUy oomprehended. 

7. Explain the inilnenee of the intereonneeiion of the chords on the 
progressions. 

8. Review exercises on progressions between cliords connected throngh 
the third and fifth, and indirectly connected chords. These exercises 
afford, at the same time, praotiee in forming closes (cadenees), in avoid- 
ing parallel fifths and octaves, and the unmeiodic progression of the 
tritone, and in treating the sequences. 

/ 

CHAPTER IV. 
The Minor Mode atul Ub THads* 

The minor character is the opposite or contradiction of the nu^or. The 
deiivation of the minor mode from the mijor is a matter of pnrely histori- 
cal interest. These two modes are now perfected, and completely differ^ 
ent one ftom the other; the minor mode is therefore to be regarded as 
a separate and independent qrstem or formula, and not as derived from 
the mi^or. For this reason Hanptmann's alphabeiioal formnla is to be 
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preferred, in musical practice, to that of Ilelmliolz [see Note XII • This 
latter is more convenient for acoustic experiments in connection with the 
major scale, the tonic triad in minor having precisely the same acoustic 
relations as ihe fariad on the sixth degree in major. Among the minor 
keiTS ^minor is fliat most iiear^ related to C7-Bujor. In this lalter the 
triad on the siztli degree appean, in letten, as a~0-»\ whereas the tonie 
triad of ^-minor would be written, in order to exhibit the minor mode 
as an independent system, A-e-E. Here flie ftmdamental and the fifth 
are derignated by oapitals, as in migor, and the third by a small letter. 
Thns the tonie triad in minor appears at onee to the beginner as a fiindar 
mental chord ; the triad on the sixth degree, on the contrary, appears 
as a subordinate chord. The entire alphabetioal formula for this minor 
key wonld be the following : 

We find, on analysing this foimnla, tiie triad A-e~JS 

as tonic triad with minor character, and that the triad D-/-A 

the snb-dominant triad, also has a minor character. It shonld be remem- 
bered, that the difference in the foim of major and minor triads lies in 
the difference of the relative positions of the major and minor thirds oon- 
stitnting these triads ; in the former the major third is below the minor 
third, and in the latter the minor third is below the major. 

The minor character of the minor mode is sustained by the tonic and 
sub-dominant triads alone, tlie remaining triads being of a different nature. 
Of these the third fundamental triad, the dominant triad E-i^B, 

first claims our attention. Its fom shows it to be a m^or 

triad, E^ bebg a mijor thiid, and ^B a minor third. Through this 
diflbrenee in the ehaneter of the three fundamental triads, two being 
minor and the third mi^or, an element of disunion or contradiction makes 
itself felt in the minor mode. This peculiarity of the fiindamental triads 
is also the cause tliat the minor mode is the exact opposite of the major. 
It is probably a generally received opinion among musicians that the 
character of the major mode is active, the minor mode hem^ of a more 
passive nature. The major keys arc therefore adapted to tlie expression 
of joyful feelings; the minor, on the other hand, for exj)ressing suffering 
or sorrow. On playng the three fundamental triads in minor together 




1 
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we recognize the mntnal relations of the several tones, and can see 
whether they are, as regards their positions in the triads, fnndunentalB, 
thirds or fifths. If we finish or close the formnla in the same manner as 
given above for the major mode, by setting B, the fifth of the dominant 
triad, next to 7), and D, the fundamental of the sub- dominant triad, next 
to B, we obtain a complete formula for the minor mode and all triads 
belonging to the same : 

The fundamental triads are easily to bo distino^uished from the sub- 
ordinate by the aid of the curves, and wo perceive at a glance that the 
three triads already mentioned, i. e. the tonic triad A-e-Ej the sub-domi- 
nant triad D-/-A, whieh are both minor, together with the dominant 
triad E-j^B, whieh is major, are the fondamental triads, the others being 
snbordhiate. Of these subordinate triads those eonneeted through the 
third first olaun onr attention. On Hie sab-dominant side of the formnla 
we find /'A'^ eonneeted through the third with A-e-E and D^/^A, having 
the tones A and e in eonmion with A-e-E, and &e tones / and A in eom- 
mon with D-f-A, The chord f-A-c is a major triad ; whereas the chord 
ooenpying the same position in the major formnla, i. e,. the triad wluch 
is eonneeted tlirongh the third with both the tonic and sub-dominant triads, 
has bera shown to be a minor triad. In order to exhibit the chords of 
the minor mode in regular sneeession, it mar be observed here that in 
the ^ale 

-g. f i n f <^ — 




4 6 6 7 8 

the tonic tiiad lies on the first degree, the sub-dominant triad on the 
fourth degree, and the dominant triad on the fifth degree; f-A-c, which 
is connected through the third with the tonic and sub-dominant triads, 
lying on the sixth degree. The triad c-E-g%, on the dominant side of 
tlie formula, which is connected through the third with the tunic triad 
A'C-E and the dominant triad E-g^-B, differs wholly in structure from 
all die others. It is called the "augmented triad", being formed by 
the eonjunetion of two major thirds, which together constitnte an aug- 
mented fifth. In tliis ease tiie angmmted fifth is e-J^ = z^zr, the 

entire ehord o-E-g^ — liog on third degree of the liar- 
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monic minor scale. All augmented intervals being dissonant, this triad, 
with its angmented fifth, is named a dissonant triad. As explained above, 
indirectly connected triads are such as have, although belonging to the 
same key, no note in common ; their connection being eifectcd by means 
of other triads connected with them through the fifth and third. The 
two diminished triads in the key of ^-minor, which are found at cither 

extremity of the alphabetical fommla, are B/D-fsss j fcv g~ on the 



aeeond degree, and g^BjD = on the seventh degree; they 

have the tones /? and D in common, and are consequently connected with 
each other through the third. Ti I)-/h connected with the sub-dominant 
triad D-f~A through the third, and a like relation subsists Ix^twecn 
g\-BjB and the dominant triad E-g^-B ; li/IJ-/ smd g'^-Ji/D arc con- 
nected through the fifth with f-A-c and c-E-f/^ respectively; whereas 
neither of the diminished triads has a tone in common with the chord of 
the touic A-c-E , with wliich latter they arc therefore only indirectly 
connected. BjD-f and y^-BlD are named diminished triads, becanse 
they are bofli formed by the conjunction of two minor thirds, which con- 
Btitntes a diminished fifth. BjD-f is formed by uniting the two minor 

thirds BID = ^--g— and D-/ = ' ^'^^l^ ^'^^ ^ 

and BjD = j ^H^ . » 




CHAPTER V. 

ProgresHtons between Uie Triads in Minor, 

The progressions between the triads of the nnnor keys are effected 
in 1h» same maimer aa in the major keys; bnt in ?iew oiP the faet fliat 
augmented intervals should not be employed in melodic progressions in 
the striet style, particnlar attention mnst be paid to the augmented se- 
cond oecnning, in minor, between the sixth and seventh degrees of the 
scale. In the harmonic ^-minor scale 



4 S 8 4 5 6 7 8 

which is superseded, in simple melody, by the melodic minor scale (see 
Chap. I), the semitones, marked here by curves above the notes, are 
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fonnd between the seeond and third, fifth and sixth', and seventh and 

cio^hth degrees ; the augmented second, marked by a curve below, lies 
between the sixth and seventh degrees. This second cannot be used, in 
harmonic progressions from one triad to another, as a melodic step, ?*. f>. 
from / to ff^, or vice versa. This cliromatic interval has, to be sure, been 
latterly employed with good efiect in polyphonic compositions without 
instrumental accompaniment. It is nevertheless necessary' for the student 
to confine himself, at first, strictly to diatonic composition, and thus to 
obtain a thorough acquaintance witli the strict style of writing. Only a 
master of harmony and form may be allowed to combine chromatic har- 
mony and melody witli diatonic, in order to give expression to the beau- 
tiful conceptions of his imagination. In order to avoid employing this 
ehromatie interval melodically in progressions between the triads of the 
minor soale, it should he borne in mind, that whenever the second and 
fifth degrees follow eaeh other in the bass the progrcsrion between the 
triads should be effiseted as if ikey were indirectly connected; because 
an observance of the principle of connection through the fifth would in 
tiiis case make the use of the chromatic augmented second as a melodic 



step onavoidable. If, for instance, in .^-minor the bass 



be given, and the progression be executed by the help of the connection 
through the fifth, the result would necessarily be : 




or: 



or: 



In all sucli cases the step /-yj) does not give us tlie desired diatonic con- 
nection. The progression would therefore be better thus : 




^ I -A 



Here the three higher parts progress in contrary motion to the bass, 
as has been shown in the case of indirectly connected chords. 

The augmented second also requires special notice in progi-essions be- 
tween the two triads based on the sixth and fifth degrees of the scale. 
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, and the 



progression, the progression 



triads based npon these tones are to be eoneeti j eonneeted in harmomo 




, would not be diatome, 



ih» step from / to the angmented seeond, being ehromatie. Instead 
of the fiindamental /, in the sopriao, the thiid A should be written 



, b^* which means the diatonio progres- 



aS^n A--^ Tesnlts. ConTorsely, the same mle holds good where the 
sixth degree follows <he fifth, in whieh case we should not write: 



, but rather . 













—O 







Aeeordhig to the position of the triads fhe progressions would be ae- 
complished as given below: 





















— <s> — 


— 






■ — * 


— (9 — 




V 


VI 


VI 


V 


Y 


Yl 


YI 


V 



Many theorists might take exception to this last progression from VI 



to V on account of the so-called covered JijU^ 



-g> - ^^ ; as, how- 



ever, no argument based upon harmonie laws can be brought forward for 



ezeluding such a progression aa 





gU/g — 


Lj^ — U. 







, its employment 



in strict harmony must be regarded as justifiable. 

Pan), bnnonj. 



S 
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Finally, in ease the triad on the fiffli degree sbonld oeeor witli the 
octave in the soprano, the progression wonld be 



22: 



It may, in short, be given as a general mle, that when the triads of the 
fifth and sixth degrees follow eaeh other, whichever nuty oome first, the 
third of the triad on the sixth degree should be doubled. 

After these explanations, progressions between the triads of the ndnor 
keys will offlBT no difficulties, provided that the laws of the afflidty of the 
chords be properly observed. The examples here given may serve as an 
introdnction to the exercises, for which the bass only is written. 









\ 1-^ 




-7a- - ^ . 
— ^— 


h 1— »— 1 


8 

1 — ^ — 1 


—9 — 


—<9 — 


— S> — 



o^mlnor: I 



VI IT IIO V 



i 



TI IT U» 




mm 







— «> — 








1 — 1 


— 




— — 






Z" 'S' ... 




— — 














— 












'2 













a-minor;V lU VI IV 



VI 



VI IV 




5« 



a-minor: V 



in 



VI 



VI 



The pupil should now write oat the various minor keys in foil, both in 
notes and letters. 



BlD-f-A-cB-^BID 



=4 




4 S S 4 5 S 7 8 



I i S 4 8 S 



Digitiztxi by Google 



MANUAL OF HARMONY, 



35 




il 



IS S4 S< 78 IS Si S« 7 S 



* I, 



7 8 



Ay—, 




i 



1 s a 4 5 e 7 8 



4 S 8 4 5 8 7 



ia84887 8 I 88 4887 8 



8 8 7 8 
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FiA'}-ef-BJ-g7-BJ-d-Fliif 




After learning these thoroughly the exercises in progressions between 
the triads may bo worked oat. To the basses given below the three higher 
parts are to be set. 

KB. When a sharp (jj) stands alone over a bass-note it signifies that 
the third of that triad, of which the bass-note is the fundamental, is to 
be raised a semitone ; i. e. that the major third is required. In some keys 
the double sharp (x) is needed to raise the natural tone to the desired 
major third; in the flat keys the natural (i)) is employed for the same 
purpose. [Wbero a sliarp occurs in conjunction with a figure (5|] the 
tone indicated by ib» flgaie ii to be laiied a ehromalie semitone.] 



3 



a. I YI IV I 
5 



V VI IV V Ti IV no 



jiz: 



■jbl 



32: 



I 

8 



5jf 



if 



^ ■ 















— i-* 


— «5» 







if 

3?: 




— 



2: 



1 ^ 1 



9II 


Iff 












































— a. 


— « — 








— ^ — 

























8 5lf 





—,5^ 






ViarA 


















— 


1— * — 1 




— « — 


1 ' 











32: 



2z: 
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3^ 



5!? 



JL 



3e: 



IS 



513 



8 



:2?. 



5B 



-ig — I — ^\ 



After working out the exercises , which will afford sufficient practice 
if the learner he possessed of any talent, the following principal points 
shotdd be carefully reviewed : 

1. The character of the three fiiudameiital triads in minor, particu- 
larly the formation of the dominaiit triad in contradistiuction to those of 
the tonic and sub-dominant. 

2. The formation of those triads which are connected through the 
third with the tonic triad, and their relation to the two other fundamental 
triads ; taking special notice of the tones and intervals which the various 
triads have in common, and of the strnctore of the augmented triad on 
the third degree, and of the triad on the sixth degree. 

3. The stntetore of the hannonie minor scale, and of the angmcated 
second between the i^th and seyenth degrees of the same. 

4. The progressions between the triads on the second and fifth de- 
grees, and also between those on the fifth and sixth degrees. 



GfiAPT£B VL 

On Uie Formation of Closes with the Triads of t/ie Minor Mode, 

The various forms of the close haTC, as in major, difTerent names. The 
^anthentic dose** is formed between the dominant and tonic triads, thus : 





^ 

r ^ 1 


zr 
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tween sub-dominant and tonic, as here given: 



1^ 



[See Note VII.] Finally, the "perfect close" is formed by combining the 
three fundamental triads, t. e. those of the sub-dominant, dominant and 



tonie, and nugr be writftoi : 













" 



















The pro- 



greaaion from Uie fifth to fhe rixth degree, the eomposition doeiog farther 
on with the chord of the tonie, is often called a **deeeptxve'' cadence or 
doee. It does not, however, appear neeessaiy to name a simple progres- 
sion of chords which may be followed by varions others a **deeeptive'' 
close, i. e. a close which deceives the ear. The ear, when correctly ap- 
prehending this progression, is not deceived ; such a progression is not 
felt in the least to be a close, this feeling being awakened only by a re- 
turn to the chord of the tonic, in which the key has its b^pnning and 
its end. The '^deceptive" closes of the manuals of harmony are, it is 
tme, generally given in combination with the chord of the seventh, to 
be explained further on, and not as progressions between simple triads. 
All closes being however founded, in principle, upon progressions between 
these triads, the "deceptive" close had to be noticed here. 

A succession of the triads of the second, lifth and first degrees can be 
employed as close in minor as well as in m^or. 



CHAPTER_Vn. 
The InverHons of the Vrieuiem 

Every triad is composed of fundamental, third and fifth. If the fun- 
damental tone of the triad be given in the bass , the other parts being 
arranged at pleasure, the triad is said to be in the fundamental position. 

If for instance the triad C^G ^ be written in fonr-part har- 
mony, with the fundamental C in the bass , the three upper parts may 
be arranged at will w ithout inverting or changing the fundamental har- 
mony. The following examples show the fundamental hai'mony of a triad. 
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the fundamental tone in each case lying in the bass, and the other parts 
being arranged in various positions : 



JL jBL 



IE 



25: 



3: 



ThiB amagement of the three upper parts within the eompasB of an 
oetave is ealled **eloee poeition". In **open poBition" on the other hand 
the three npper parts are spread out beyond the compass of an oetave : 




% . : /a \ a 



2C 



The third, as well as the fundamental , can be used as bass, t. e. as 
the harmonic basis, or foundation of the chord. In this case the chord is 
called a "chord of the tliird and sixth," or, as abbreviated, "chord of the 
sixth." In a chord of the sixth either the fundamental, the fifth or the 
third may be donbled in fonr-part harmony. The chord of the sixth de- 



lived from the triad O-e-Q = whioh is e^O-C = 

is indicated by the figuring !| , or 6 for short , G being the third and C 
the sixth of and may be written in the following positions : 



1. (Hm9 Poniion. 

Ry doubling the fundamental. By doubling tlic flftli. 

jS-. '- i^C^ 



doubling the tliird. 




2. Open PonUon. 

By doubling the fuudamental. liy doubling the fifth. 



By doabling the tliird. 

-a — 



3z: 



i 



I 



12: 

6 
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It sliould he remai ked here that the figuring always indicates the in- 
tervals as reckoned from the bass-note. 



If the filth of fhe triad Cf^ ^ 




be taken as basa, or 



basis of the harmony, the chord of the fourth and sixth, expressed by 

the figares \ , is foimed. O-C-e ss ^ woidd therefore be the 

chord of the fourth and sixth derived from C-e-G. In four-part harmony 
the chord of the fourth and sixth may be written in various positions, in 
which eitlier the fifth, fundamental or third may be doubled, as the fol- 
lowing examples show : 



I 



By donUiiig the flfth. 

. i?. 



1. CUm PotUion, 
By donbling ihe flindun«iit«l. 



By dovUing the third. 



i 



6 
4 



6 
4 

2z: 



^ ^ 



6 
4 

3C 



0 

4 



6 

4 

55Z: 



0 
4 



0 

4 



(5 
4 



0 
4 



ZL. 



2: 



2. 0pm BasUion. 

By doubling the flftli. By dfiabUng tbe fundamental. By doubling the third. 
■g : 



2C 



2L 



4 



6 
4 



22: 



6 
4 



« 

4 



« 
4 



1 



Of these forms that in which the fifth is doubled is oftenest employed, 
the distinctive character of the chord being brought out most strongly in 

this position. 

Wlien the chord of the fourth and sixth is used in the formation of a 
close, it is necessary that it should bo prepared in the chord preceding. 
A distinction is made between harmonic and melodic preparation. 
The chord of the fourth and sixth is prepared harmonically when it 



The example 











r==1 


—tSh- 


« 

4 — 







presents the ehord of 



the fonrtb and sixth as prepared by the Aindamental tone of the Aindn- 
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mental thon^, irbidi n C, and ▼hioh appean in the same paii (wprano) 
of the oheid F-m^C, immediately before the entranoe of the ehord of the 
fonrih and aizfli. The next esEample eihibite tUa ehoid aa prepared 

by the fifth of the fimdamental ehord: 



6 
4 



Finally, the third may aUo be employed for the aame end : 




sr. 



4 



























1 — ^— 1 







The first of these examples, in which the fundameutal tone (the fourth 
in the chord of the fourth and sixth] is used in preparation , is the best 
for the formation of the close; the basis of the entire key [/. e. the tomc\ 
being thus prepared, and the principal constituent elements of the key 
being brought into play through the combination of the sub -dominant 
triad, the chord of the fourth and sixth , the dominant triad , and the 
tonic triad [see Note X]. This is the most complete closing cadence that 
can be formed by the nse of triads in combination vith the chord of the 
fonrfli and lizih deriyed from the tonic triad. The aame fomt of the 
eleee can also be employed in minor, as shown in followmg examples: 



Fundamental chord. 


Chord of the Bixth. 
6 


Ohord of tiie foviCIi and ilztii. 

H 

4 










... a. 


« 




1 ^ 1 


1 (9 IL 



I 



Cloitng eadonees in which the ehmd of fho Conxth and sixth pcepared 
hy tike ftandamenial note of the fondameatal diord 




8 



6 

4 



or: . 



3 



6 

4 



JSL 



1 



ox: . 



6 
4 



21 



3z: 
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Preparation of the fifth of 
the fundamental chord. 



Fzepaxation of the third of the 
faniUmental ehoid. 




6 
4- 



6 

4- 



i 



22: 



32: 



In the last example the resolution of the augmented triad through the 
chord of the fourth and sixth is unsatisfactory, which necessitates the in- 
terpolation of the triad ou the sixth degree , whereby the chord of the 
fourth and sixth appears as prepared through the fundamental tone of 
the fundamental chord, : 



6 



6# 



a 
4 



5 

9# 



From these examples the harmonic prepmnition by means of the fun- 
damental tone of the fundamental choid appean to be decidedly the best 
in forming closes ; the other preparations leave an impression of incom- 
pleteness which is dissipated only when they are followed by the perfect 

close with prepared tonic. 

Besides the harmonic preparation we have the melodic preparation, 
which MoRiTZ Hauptmann rightly derives from the Italian opera-music 
of the seventeenth and eighteenth centuries. We have merely to add 



fourth part to the three -pait close: 





■■ ^ 

6 

4— 


— 


t-^ li 



















in general nse at that period to obtain the now customary close: 



6 

4- 

JSZ 



which made its appearance at the be- 



ZBZ 



ginning of the last centoiy. In the following closing cadence: 
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VA 


- "5 
















— U 



0 
4 



foimd m the dnmuitie miulc of the seven- 



teenth and eighteenth centuries the middle part is, it is true, usually left 
out on account of the parallel fourths and, by doubling (c. in orches- 
tral composition) parallel fifths which this fourth part would form with 
the soprano. The practice of writing parallel fourths accompanied by 
the third, which latter mitigates the harshness of sach progressions, has, 
howeWy been long since snnetioned by usage, and the foni^part phrtae 
given alKfre Is now reeogniied m eoneet by all mnsielans. The diord of 
the fourth and sixth derived from the tonie triad may also be preeeded 
by the triad of the aeoond degree in its fiindamental position. The last 
example shows the progression from the ohord of the sixth derived horn 
the triad of the seeond degree. This phrase likewise eame into vogne 
In the following form, with the ehord in ita fundamental position: 

A) 



, the bass progressing by a skip to the ehord 




5 6 
3 4 



of the fourth and sixth. No objection can be raised to this form of the 
phrase, although the following progression of the bass is inadmissible 



1^ 



5 6 5 
3 4 3 



32: 



In the progression unter A) the notes « and 



FwMj be interpolated, to complete the melodic vpwatd prognaaioB of 



the bass, in this manner 



I 



5 

3 



6 

6 4 - 

:2sz 



. On the other 



hand, by fillmg ont the downward progression of the bass-skip D-O in 
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ihe same way, with the notes Cba 




6 

4 



6 
4 



ihe BO-eaUed *V}OTered oetaTes'' 




are brought to light. 



as shown by the daflhes firom ^ to <?. This progression is howerer less 
fisnlty than the entirely ineorreet sneeeidoii of two ebords of the fonrfli 
and sixth. In progresslions between triads tte ehord of the fouih and 

sixth is always to be regarded as the eonnecting link between two other 
triads, each of which mast appear either in the fundamental position or 
as a ehord of the sixth. ''In opposition to this mle,** says Moritz Haupt- 
MAmr, ''that a snccession of chords of the fourth and sixth is not allow- 
able, isolated exceptions may be found, not in the exercises of learners, 
but in masterpieces of composition, contrary to rule and yet liarmo- 
nious : nevertheless , these do not overthrow the law upon which the 
rule is founded". 

Tlie proper employment of the chord of the fourth aud sixth often 
gives the beginner much trouble ; he sometimes writes it wliere it is quite 
uncalled for, and omits it where necessary. Talented pupils, guided by- 
correct musical feeling, make fewer mistakes in free composition. Uncer- 
tainty as to the eorreetness or ineorreetness of progressions <^ten arises, 
however, when the hannony is to be written to a given melody oi part, 
a so-eaQed ^^oomIm frmm^. In sneh exercises the mistake is frequently 
met with, tiiat the ehord of the fourth and sixth is written on the second 
degree of the scale, as the folU>wing example with n *'given*' bass shows: 



4 6 






fl, - 



The chord of the fourth and sixth is quite in- 



admissible in sndi a progression. The fact that the fourth is prepared 
and that the parts progress according to rale, does not in this ease prov^ 
the progression to be correct. The reason for the admissibility of the 
ehord of the fourth and sixth is fonnded not alone upon the preparation 
and accurate movement of the parts , but lies in the nature of the key 
itself, which requires that this chord should appear in a decided and 
•unequivocal character. In the above progression, in which the chord of 
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the fourth and sixth derived from the domiuant triad occurs on the se- 
eond degiee, this ehoid suggests the progression 




through the employment of the chord of the fourth and sixth derived 
from the dominant triad our apprehension of, or mental hold upon , the 
original key is eonseqnently weakened. Instead of this eh«rd of {he fourth 
and sixth flie triad on the second degree, or the chord of the sixth on 
the seventh degree, should be employed. After these explanations It will 
be easy to write the three npper parts to the nugor scale as bass, maag 
only fundamental triads or chords of the sixdi ; e. g, : 



I 



3 



i 



5 



5 



5 



C: I VU« 



I 



1 



IV 



VI 



In this example the key of C-mi^or is indicated by C, the degrees of 
the seale by Roman numerals, and the position of the triads by Arabic 
nmnerals. 

Hie chord of the fonrfh and sixth deriyed from the tonic triad might 
be employed with good effect on the fifth degree of the scale : 
























— — 













8 



5 

a 



6 
4 



C; I vno 



1 IV 



1 



6- 

3: 



-tf? — 



IV 



It will now sultlce to direct the pupil's attention to the fact, that in 
progressions between directly connected triads the tones common to both 
form tiie connecting link in passing from one to the other , as shown in 
the last example in four conseeatiTe measnres, from the third to the sixth 
indnsive, which are connected thiongh and between the seventh and 
eighth measures, connected ihrongh 6. As the progression between the 
third and fourth measures shows, it is preferable, if the harmony admit 
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of two different progreadonSi to lead the npper parts in eontiary motion 
to the bass, this giving tliem a eertain degree of independenee. The 



third and fonrfli measores might also be written thns : 



Apart from the ooenrrenee of eoveied oetaTes, whieh are elearly shown by 




filling ont the skip 



in the tenor thns: < 



m 



the independenee of the several parts is mneh better presenred by a ^con- 
trapontal" leading [note against note s point against point » noia 
conira nokm ssr puneiui eonira pumfum), and forms in the example 




^ the deeisire eonslderation. 




The three examples worked ont below will snffice to show the learner 
in what manner tlie exerdses, for wUdi the bass alone is given, are to 
be written. It shonld be observed that the fignre 3, when it oeenrs after 
the ehord of the fourth and sixth J, Is nsed as an abbreviation of I , and 
eonseqnentty indicates the ftindamental potion of the triad. The fignre 8 
has therefore a wider signification here flian in the fiist •measure of an 
exereise, where it indicates flut the third of the tonic triad is to be taken 
by the soprano; Jnst as the figures 8 and 5 signify that the soprano is 
to take the fundamental or fifth respectively. These various cases are 
illnstrated by the following examples : 



Examplei m M^int^ 







■^1 1 1 1 


8, e 6 


e 

e 4 s 

-^^^ 


3 0 6 0 




^ 


J J 1^ 1^— 
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1 



« 

6 4 



:2 



2 



6 



1— ^ 



r5< 



1-^ I i 11::= 



« 

4 3 



6 
4 



■7^ 



In the last exercise the bass-progresBion 



ion 9^"T 



is repeated 

intentionaUy, In order to eiliibit different harmonie pn)gf«8»ioB8 in com- 
bination with the chord of the fbnrfii and sixth. 

BsBon^^ m Minor, 




3jf 6. 



6 
4 



z: 



-fi> — 



31 







In these examples in minor the manner in whieh piogresrions between 
the second and fifth, and fifth and sixth degrees should be effoeted mnst 
again be called to mind. In regard to the thoroogh-baw notation, «. 
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the fignrad bttues, wMeh am fiie fouidation of fhe liamoDy, or the ex- 
ponento of ihe ehorcls, it AiaM be remembered, fhst a sluarp beside or 
a line drawn throng^h' a figore signifies tliat ihe tone hi to be raised a 
obromatle semitone. In ^-minor for instance the ohord of the sixth 
derived from the triad of the seventh degree is indicated by a 0: 



• 



, the sixth of B being and not y. In this particular chord 



it is best to double the third ^ in four-part harmony, this tone forming, 
as third to D and yi^, a consonance with these latter, and being con- 
sequently unhindered in its progression, the dissonant tones D ;md gr^ 
appearing, on the contrary, dependent upon each other. In consonances 
the separate tones appear as independent ; in dissonances as dependent 
one upon the other. For this reason, when the triad on the seventh de- 
gree in major is employed, the third is generally doubled, as, for in- 
stance, in the triad h-D/Fon the seyenth degree in C-major, the third 
/>, as shown below: 





X 










—<S> — 

6 


— <s> — 

6 












— ^ — 





It may also be observed that the seventh degree of the scale is some- 
times called the kadwg-note for the eighth. 

The pupil should now write out the chords of the sixth , and of the 
fourth and sixth , i. e. the inversions of all the triads, in every key, 
bearing hereby in mind : 

1. The dependence of the other parts on the bass, and the precise 
designation of the chords by means of the figures 6 and ^. 

2. The harmonic and melodic preparation of the chord of the fourth 
and sixth. 

3. The position of the chord of the fourth and sixth in the harmonic 
examples, and the formation of closes in combination with this chord. 

4. The character of the diminished triad on the seventh degree , of 
which the third is most freqoently set in the bass, beeanse it forma a 
consonance with the two remaining tones. This chord therefore generally 
appears as a chord of the sixth. 

After this review the pnpU shonld write the three upper parts to flie 
foUowmg basses. 
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0 4 3 



6 

6 4 3 



— (- 



-A LL 




6 



6 

f. 4 3 



6 

rt 4 3 



^-H ST 



3 6 6 6 



6 6 4 3 



2z: 



4 3 



6 

4 3 



— 2? 





n 


6 


6 

4 3 


' — r 


« 6 


6 


6 

4 3 

--C^ 










— ' 













8 0 



e 4 8 



m 



6 4 8 



e 

6 64 3 



6 6 4 3 



i 



3 6 


tt 


4 3 
-(5> — 


6 


6 


4 3 

-fS" — 


6 

=t=t 


— 1- ' 


6 


6 


4 3 


























— 

































-tf. — 





6 

4 3 



6 

4 3 



6 
4 



6 

4 3 



8 6 



6 



6 



6 

4 3 



6 0 4 8 



— ^ 



32: 



3 6 

— 



4 3 



6 6 4 3 



1 



P»vl, Hamany. 
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if fi 



'I 4 3;? 





3 if 6 



6 6 6 jf 



0 « 4 3i? 



1 



B 



r, 4 3Ji 




w 6 



6 4 3if 



i 



6 



6 4 :i>r 



« 

4 3x 




8 fi 



fix R 



-4?— 



1 3x (■> (5 



6 

4 3x 



-0 — }■ 



3 • 6 6 « 6 



• 66 



6 6 
4 6 4 



t=t: 



3E 





if 6 0 




If J.6 6 


\ 3sf 










-J Jt 











- 1 |.- 












— 1^ 


tzaLJd 


— 1 


>5, 



5 () 



Pro 



5_J) 

— 



6 

r. 0 4 3 1; 



2g: 



2z: 



1 



6 6 
3 6 4 3!: 6 4 3S U 



e> 6 

4 6 4 3!: 



8 CI: 6 6 



6 

4 3!; 6 



6 

6 4 31: 
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After fiaiBhing these exercises the pupil sbonld agiin extmine the 
stmetore of the dinumshed triad. 

The dhuhushed triad on the soTenth degree of the mi^or sc«le» 

which is indicated, with reference to its position in the scale, 



i 



by Vn^, the ° signifying that the fifth is diminished, progresses to the 
tonie triad thus : g . Upon this three-part resohitioii is based 



a progressftoii of ehords, which mnrt be noticed in treating of tiie dom- 
inant chord of the seventh. 



CHAPTER Vm. 

Cliords of the Seventh* 

An exaadnation of the alphabetical formula the mijor key ' 
D/F-^-Cf-^O^D/F shows ns, that any two triads connected thxongh 
the third form, when combined, a group of fonr tones*]. Snch a gronp 
is ealied a ^'ehord of the seventh''. The two triads C-e-^ and e-Cf^ are 
connected through the third, and oonstitnte, when nnited, the chord of 
the seventh O^Cf-b on the first degree of the C-mijor scale. In like 
manner may be formed: — on the second degree the chord of the seventh 
D/F-a^C, by nniting D/F-a and F-a-C; on tlie third degree the chord 
of the seventh e-O^D from e-G-b and G-h-D ; on the fourth degree 
the chord of the seventh F-a-C-e^ from F-a-Cand a-C-e; on the fifth 
degree the chord of the seventh G-b-D/F, from G-b-D and b-DjF; on 
the sixth degree the chord of the seventh a-C-e-G, from a-C-e and 
C-e-G ; and on the seventh degree the chord of the seventh b-D'F-a. 
from b-D/F and D'F-a . As given in notes, in regular order, the chords 
of the seventh in the l^ey of C-nu^or appear as follows: 

c- 1 n ra IV V VI vno 

The chord of the scventii based npon the fifth degree is called ilie 
donunaat or principal chord of the seventh. The name *'doaiinsni" chord 
of the seventh is derived from its position and strocture, it being formed 



*) The Ooman ^'Vieikluig'' might well be nndered by UbfoA, u **Di8lld«iig" It 
tnnalated bjr the analogoiie word Mad Tr. 

4* 
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hy uiitiiig two triads eonneeted throni^ the third, G-h-D and b-D/F; 
G-h-D is the dominant triad, and h-DiF, besides containing the third [h) 

and the fifth [B] of the dominant triad, has also F, the fundamental of 
the snb-dominant triad. This chord is therefore rightly named "domi- 
nant" chord of the seventh. It is called "principal" chord of the seventh 
on acconnt of its character, which adapts it for use in the formation 
of perfect closing cadences. If we abridge the perfect close : 




3z: 



-€9- 



C: I 



IV 



but stin desire to employ the principal oonstitnent elements of the dom- 
inant and sab-dominant triads, the dose may be formed by the aid of 
the dominant ehoid of the serentli, thus: 











C: I Yf 


l—A "||~ 
I 



or: 



i 



















3 


8 7 

—a . . 















C: I 



In thorough-bass the figuring 8 7 indicates that the octaye is to be fol* 
lowed by the seventh. The triad on the second degree, containing tones 
in common with the sub-dominant and dominant triads (fundamental and 
third of the former, and fiftli of the latter) , may be used advantageously 
in forming closes, as shown in the following example : 



{ irkL.>^'i I I 



C: II 



V" 



In the above examples the dominant chord of the seventh is prepared* 
either the fundamental or seventh being pieaent in the chord immediately 
preceding. In the strict style such progressions are best effected through 
the above preparations ; in free composition this chord is often prepared 
through the fifth, or may even enter without preparation. Such an em- 
ployment of the chord would, however, be out of place in harmonic exer- 
cises in which the principle of the interconnection of the chords is to 
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be rigidly observed. In free composition, where the composer fre- 
quently wishes to take his hearers by surprise, his inventive faculty may 
be allowed full scope. If he knows and respects the laws of harmony, 
the libertieB he takes can be shown to be based upon those laws. Only 
snoh a derhratlon from flmdamental principles, which presnpposeB a fho- 
rovgh acqnaintanee with the same, ean justify the liberties to be found 
in the works of the gxestt mastsnf irbieh do not annul the laws, bnt lather 
serTo to confim them. 

After leaning the preparation of the ehord of the sevenlji, its resoln- 
Hon may be taken np. Eveiy, dissonanee seeks to resolve itself into, or 
progress to, a consonance. The relations of the separate tones to each 
otiier must here be earefhlly eonsideredi the mntnal dependence of the 
tones forming a dissonance being the canse of their effort to gain that in- 
dependence which is characteristic of the consonance. For this reason it 
IB also rightly maintained, that the nature of the dissonance is unrestful, 
while that of the consonance is restful. The resolution of the dominant 
chord of the seventh may be accomplished in either of the following ways: 



Resolution 

1) 


to the tonio: 




2) 

^-15^ — 




m 

4 




— — 

— (O-r — 


S) Dnrotnt < 

n 


Aie Sflih: 






^-|- 




7 



In this resolution towards the tonic in major we should observe, that 
the fundamental tone of the chord of the seventh progresses either a per- 
fect fifth downwards or a perfect fourth upwards ; also that the seventh 
progresses a semitone downwards, the third a semitone upwards, and that 
the fifth, forming as it does a consonance with all the other tones of the 
ehord^ is at liberly to move in mther direction, a whole tone upwards 
or a whole tone downwards. In ex. 2 the third progresses a third 
downwards, whieh movement is explained by the progression of triads 

JL given before, the bass to which is led in contrary motion. 

U would here not be ocmsistent with oar ideas of pvre harmonic progres* 
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sion to lead the bass a perfect fifth downwards; because, even leaTin^ 
the covered fifths and octaves, marked^ by d&shes, out of oon8ideratio&, 
the resolution of tte soTenth i^io « is to a certain extent anticipated in 
the progiession of fte bass, as shown by the interpolated notes: 





The resolntion resulting firom leading the bass in contrary motion 



is open to none of these objections. 



Finally it may be remarked that Ihe fifth is often dropped from the 
dominant chord of the seventh in forming a close, it being neeessarily 
followed by a fnll triad when employed in this form. 

Besides these resolutions to the tonic the resolution to the sixth degree 
of the scale daims our notioe. 

Resolatkm to the tiiid on the ttzth degiee. 



3: 



SI 



Here the bass pzogrcises a whole tone upwards, the seventh a semitone 
downwards, the third a semitone upwards, and the fifth a whole tone 

downwards. 

If the parts be so arranged that the third and seventh form the interrai 
of the augmented fourth, the third may be led a whole tone downwarda 



in the resolntion: 



This resolntion is based upon tiie usage of employing successions of 
fourths accompanied by the third in strict harmony, a custom which 
may be regarded as justifiable in three-part harmony eren where the 
chrad of the seventii is not employed, g, in the following progression: 
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wliereas 



this progreasion: ^ 



on aoeomt 



of the succession of chords of the fourth and sixth, requires a bass. Suc- 
cessions of chords of the sixth occur in the earliest attempts at harmonic 
composition; they are established in praotioe ts an 'agreeable harmonic 
progression, wUch eaa, Jiowever, as all tiie parts mo^e ia the same 
direetion and eonseqnenily withont fhe yaiiety obtained fhrongh tbeir 
oppontion, be bnt sparingly nsed in polyphonie oomposition. Two cbords 
of the fonrfli and dzih eaanot, on ihe other band, be nsed sneeesslYely 
'Without a bass, by reason of the modnlatosy power peenliar to this ohord ; 
by adding a bass flie progression marked B may be given thns: 



I 



A basis always being present when the efaord of the 



1 



serenth is employed, it is easier in sneh eases to introdnee snoeessions of 
fbnrths aeeompanied by the third, as for instance in this progression : 





Z2r~ 


S 8 7 

P-rl|" 1 

III 1 


a 



The resolntion of the dondnaat chord of the seventh to the triad of the 
fourth degree has also an agreeable effiset, and may be eshibited in the 
following forms: 



i 



3C 



-7SS- 



1 



6 



6 



7 



i 



In this ease also the resolution in wliich the third moves downwards is 
eorrect: 



S 



7 

2z: 



e 

-9- 



7 

3C 



6 
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Respecting the resolution to the triad of the fourth degree we should there- 
fore observe, that tlie bass moves downwards a whole tone, the seventh 
remains stationary, the fifth moves a whole tone upwards, and that the 
third may progress either a semitone upwards or a whole tone down- 
wards. After sufQcient practice in the various resolutions of the domi- 
nant chord of the seventh, in all major keys, the pupil should work out 
the exercises given below. It may be remarked here that the resolutions 
of the dominant chord of the seventh to the fourth and sixth degrees were 
formerly regarded as deceptive closes. 

In voridng out the following exercises it must be noticed particnlarly, 
widi reference to ihetr rhy^mcai form, that the nse of the ligatnre 

is only allowable: (1) between two notes of like value, \ ^ , or 

f I f,. or \ \\ \ (2) in case the second note is of shorter duration than the 



Here it ▼onld be incorrect 



0; ^ r— |i-f 



8 7 6 

to tie the qnarter-note /' in the first bar to the half-note /' immediately 
following. 



Sxtreket m Uib BttohUwnt of Ihmmani Chord of Atf SmmA m Mo^of, 

6 6 6 6 



>- 3. 8 7 



6 
4 

3: 



1 



8 6 6 6 


7 


6 

6 4 7 












6 

5 4 7 1 


7 


7 




^) 1 g 1 1 







6 6 8 7 



6 

4 7 



1 



•49- 



6 

4 7 



22 



-<9- 



6 

4 8 7 



^ 



6 
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8 7 8 6 




Ii 8 6 « 


'•■^ 'J J 

6 8 7 6 8 

-?!J--«^ ^ 1 


— 9 

7 6 1 7 




=^ — ' r ' J. 

6 6 6 

=t . ^ 


' 1 ■ ' " 

6 I57 






IJ ^ 1 ^ 1 — n 



8 fi 

•4 8 7 li M 7 »i 4 s 



32: 



6 

(] 4 3 



6 8 7 



8 7 6 



i 







-a. -„ 




z$ LJ 1 1 LJ 1 

6 

387 876 47 











8 



8 T 



In minor keys the dominaat chords of the seventh are the same as in 
Hie major keys having the same tonic^ and the progressions of tlii:^ chord 
are alike in major and minor. Special attention must, however, be paid 
to the third, which, in resolutions to the triads on the fourth and sixth 
degrees, can never progress downward ; the step of the angnented second 
resulting from such a progression not being allowable in strict harmony. 
The following examples confirm the above statements. 
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Key of O-minor. 
.ChoidB of fhe aerenth in C-mmor. 





78 7 


1 

55 7 


b 7 U'* 











C:J n III IV V VI vn 

Resolutions of the dominant chord of the seventh in C-miuor. 

(1) To the tonic. 













xy ^ — 1 

^~r\> ^S. 


7 ^ 


7 X*-* 7 


7 


7 


^H'^ «- « 


«H h 



(2) To the triad i» tte lixtli dagree. 




7 ^ 



It abonld be enefUIy notieed, ibat ^ diiid ^ ean never progress 
to oi^, 5-0^ liumfaig an aogmented second; sneh a progression aa 



, is iberafore entirely inconeet, alibongh often written 



by learners instead of the correct progression 



[3J To ibe triad on fbe fourth degree. 






After making himself thoroughly acquainted with the chords of the 
seventh in all minor keys, by writing them out, the pupil should practice 
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the resolution of the dominant chord of the seventh given above. He will 
then be able to work out the exercises without difficulty. 



£xercises in i/te Resolutions of the Donunant Chord of the Seventh in Minor. 



8 7 
S » 


8 

— ^ — — 


at 6 




« 7 

» 6 A Z» 


8 e 




6 


7 

-©^ r 


8 7 6 7 








— 1— 





3 6 



6 8 7 
4 3if 



6 if 6 



6 7 

4 3;f 



PS 



Id 



2?: 



8 7 « 5 7 

8 35 « 4 35 6 8 35 



6 7 

6 4 3!;; 



-0 



^^^^ 



n 7 



3 



4 St) 



3z: 



2a: 



3 ♦) 



8 7 
6 5 
6 4 35 

is: 



6 35 6 



— I- 



65 « 

=1: 



6 7 

4 S 



4- 



319 « 



8 7 



6 7 
4 SQ 



21 



8 « 7 



7 



8 

7 



6 7 
4 3« 





r ' 1 1 — ^ - 










1 


__i — - -1 — t— J 


ns — : 




-«> — 






8 7 

6 5 

3 6 6 4 3» 6 6 



6 8 7 

6 n 4 3if 



6 7 

4 



731 



rr:zr 
t-- - 

i — 




3 6 



6 8 7 
6 4 



8 7 6 5 7 

6 3^ 6 4 6 it 



3± 
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8 7 



6 7 
4 » 



5 



5 7 
3X 



1 — ir 



6 7 

4 ax 



zz: 



22: 



8 7 
0 5 



6 7 







1 — — 1 








-41! 1- 












J_| . 1 










l-w 1 







It remains to be remarked, that the dominant chord of the seventh may 
also progress to the chord of the fourth and sixth derived from the triad 
on the second degree. Instead of this second degree the fonrth degree 
of tlie relative minor key [«. e. that minor key, the tonic triad of which 
is ooniieetad flirongh the tbird wifh flie tonie triad of the ^oigfaud mtjot 
key on the snb-domiiuiit dde] is frequently written pac the pnipose of 



modulating, y. : 



7 

3f: 



6 

4 , 



As the subject of modulation 



will be treated at length further on, the progressions of the other chords 
of the seventh are now given without modulation. 

Of these chords, sometimes called ''subordinate chords of the seventh^, 
that based upon the seventh degree is to be lint emnkied. It is» both in 
mijer and minor, a diminished ehoid of the seventh. 

In the icey of C-mitfor h-D/F'-a : 




In the key of C-minor 



± 



The chord of the seventh on the seventh degree in Omijor must be 
csieMIy distinguished from the chord of the seventh on the second degree 
of the relative minor key (^-minor), JB/D-f-A. The alphabetical for- 
mula for the key of ^-minor, B j D-f-A-c-E-g^B ! D , shows the difference 
immediately, which cannot be done by means of notes. In practice the 
difference is dependent upon the modnlation. The chord of the seventh 
on the seventh degree needs no preparation , and finds its resolution in 
the tonic triad. This resolution may be retarded by the chord of the 
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fourth and sixth derived from the Bob-dominant triad. These lesolntions 
are shown in the following example: 



i 



6 
4 



Z3L 



It was foimerly a genetally feceived opinion, that the seventh should 
be employed only in the highest part ; bnt this practice was not supported 

by any harmonic law. The prevailing uncertainty as to the nature of 
this chord probably gave rise to the doubts regarding its correct employ- 
ment. As already shown by the alphabetical formula, it is a decided 

mistake to consider the chord of the seventh on the seventh degree in 
any major key as the same chord as the chord of the seventh on the se- 
cond degree of the relative minor key. In C-major b-D/F and DiF-a 
are diminished triads; in .^4-minor, on the contrary, only BlD-f is a di- 
minished triad, D-f-A being a minor triad, and, as based on the sub- 
dominant, one of the three fundamental triads of the key. In the key of 

~ cannot progress to 




^-ninor the chord of the seyenth 

this triad not being found in that key. G is excluded in harmonic com- 
bination by g^, the third in the dominant triad E-g^B. A confounding 
of these two chords is therefore a blunder, which is unfortunately often 
made by celebrated teachers of harmony. 

In minor the chord of the serenOi on the seventh degree is formed 
from two dindniBhed triads, e. g, in C-minor (» DIF^-O^-Q-h-DIF] 
from h-DjFnA DIF-J^, the latter being more decidedly diminished than 
DjF-a in C-mijor. Its resolution is gOTcmed by the same laws: 









^^^^ 

7 


6 

7 4 


• 


b 


1 ■ 1 


— — rr 




«^ 





This diminished chord of the seventh is also found in the combined 
m^oT and minor mode [see p. 71] fbr which reason its resotntion to XbA 
meQw tonie triad C^Q is allowable. 

Gonibined key of Ci BjF-Jl^'C-^O^DjF. 



Dimin. chord of the seventh on the seventh step : 
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Besolutioii of this chord in the combined mijor and minor key of C: 




9' 



The remaining chords of tlie seventh are distinguishable one from the 
other chiefly through difference in compass. In the major mode subor- 
dinate chords of the seventh with major seventh are found on the first 
and fourth degrees; with minor seventh on the second, third and sixth 
degrees. We have already noticed that the dominant or principal chord 
of the seventh has a minor seventh. This chord contains a diminished 
triad, whereas (he chords of the seventh on the first, third, fourth and 
^xfli degrees are formed by uniting a mijor with a minor triad. The 
compass of any diord of the seventh is dependent npon tiie rdative po- 
sitions of these triads; if the miQor triad be below and the minor triad 
above, the chord has a m^jor seventh; if the minor triad be below the 
nu^or, <iie chord has a minor seventh. The chord of the seventh on the 
second degree , the compass of which is a minor seventh , contains the 
slightly diminished tri&d D/F-a, above which lies the major triad F-a-C, 
The dissonant element being stronger in tiie subordinate chords of the 
seventh than in the dominant chord of the seventh, the former mnst be 
more carefully prepared. The diminished chords of the seventh, which 
can enter without preparation, form an exception to this rule; the dom- 
inant chord of the seventh needs only to be prepared through the fun- 
damental, the presence of which in the same part of the preceding chord 
permits the free entrance of the seventh. The subordinate chords of the 
seventh on the first, second, third, fourth and sixth degrees must, on the 
contrary, be prepared through the seventh, the entrance of the dissonances 
otherwise appearing too sndden. The resolution takes place in accordance 
with tike ndes for tiie resolntion of the dominant chord of the seventh. 
The seventh can be led upwards only in chords having a major seventhj^ 
the fiindamental in tiiis case remaining stationaiy and fixing, as it were, 
the character of the as harmonic basis of the chord. 

The progressions of tiie subordinate chords of the seventh to the triads in 
mi^or are given below, the notes prepared being marked by ligatures (^). 

1 . Ohord of the seventh on tiie first degree. 




C: I 




2: 



2: 
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^ — * 


-» — 9 — 





















The succession of chords under c cannot be regarded as a resolution, but 
rather as a simple progression to a dissonant triad. 

Various progressions are often given , in manuals of harmony , under 
the head of ^exceptions'^. On closer inspection these prove to be , not 
ezceptioiiB, bnt oontracted progressions based upon the rules of strict 

for instaBOe is fireqnenfly 



composition. The progfossion 



designated as permissible, although an '^exception*'. Even a scientific 
theorist would not consider this progression as inconect in free oomposl- 
tion, being able to explain it thus : 



f or thus: . 





In the first progression a connecting link, whicli woold appear necessary 
in strict composition, is merely left ont ; this progression may therefore 
be said to bo based upon, or derived firom, a strict hamonic progression. 

Only such liberties as can be proved scientifically to be based upon the 
laws of strict composition are allowable in free comp()>;ition. Arbitrary 
and unlawful digressions can no more be suffered in the realm of har* 
mony than in the body politic. 

2. Chord of the seventh on the second degree. 















7 


— ^--^ 


i 


7 

.,_ 

— 














6 



29: 



Digitized by Google 



64 



MANUAL OF HASMONT. 



3. Chord of tke sevenih on the third degree. 




-3SL 



In the last resolution we find a sneeession of two migor thirds: 
, the correctness of which was denied by old-fashioned 




theorists; This view wis probahlj a tradition handed down firom the pe- 
riod in whieh the antique mnsieal system prevailed, and is based on no 
seientifio principle. At that time the nugot third was considend a me- 
lodic, but not a consonant, interral, the Pythagorean proportion of 64 : 81 
being then aoeepted as oorreet, whereas in modem music the proportion 
of 4 : 5 is established. 

4. Ohord of the seventh on the fourth degree. 





6 



_7 6 



The last progression is undoubtedly that most seldom employed, al- 
though entirely correct. It would, however, he very faulty to lead the 
bass upwards in the following manner : 



the tritone thus formed in the melodic progresdon of the bass ^ 
being decidedly incorrect. 
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5. Cliord of the sevcntli on the sixtli degree. 











7 1 ^ £L 

1 <g-|^ J — <9 ■ 

^ 


7 ->«* ^ 

1 1 


7 ISL 
r— tf" rr 





« 


^ 

^ 




J ^ 


, /g> <g , 


1 — ^ 1 





The progressioii marked • eannot be regarded as a reflolntioii; for 
d-D/J? 18 a diawmaat triad, and it i8 a general mle that a progression to 
a diaaonance is not a roBolntion. 



Exercites m progressions between chords of tie seventh and the triads in 



1» 3 « 7 

— 1- — 






7| 


i 




6 

4 7 




"T* "V ^ 




6 

— 1 




8 7 






J J 


^ - II 






-t-F — -f- 




- i ^ T - ^ 1 

« 7 

^-4-—-" 


6 

4^ 


— u 




, u 


: ^- 

{ 

-j 1— 


-1' 1 " -5 6^ 1 J Jit/- 1" 

6 

7 4 H 7 _ 




— ^ 

5) . . 
iuffiy jv >^ ■ ■ 1 


4 a 


1 6 


-1 i 1 

7 6 7 

1 -— . 


B 7 


H 

e 5 

■ r 


'•' "ft tt « ' 1 -ri- 
6) 




— L-tf 

A 


— 1 — 


6 


6 « 


8 7 






6 

7 4 7 

— J <y 


f— - 


^ 5 


- -J _ 


— Si-.. 

6 


1 f-H- 


t 




7 4 3 




Paul, BtraoBf. 


1 1 1 at 1 «^ ,j - 


,sl__i <S< 

tf^— 1 1 
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7 0 


7 e 


6 


6 

4 










3=iH 


— eS* — 




\ — ^ — L 



9) 





^1 










— <5> 




^ ' 








1 — — 


~4~r 







6 7 



•JSL 



6 6 4 3 



11) 



8 (I 



8 7 



6 

4 7 



12) 



s 



7 8 7 



4 7 



2z: 



IS) 



5 

2?: 



6 5 
4 3 6 



8 7 

6 5- 

4 3- 



6 

4 7 



^^^^^ 



GHAPT£BIX. 

The stnicture of the chords of the seventh in the minor mode is , of 
course, also dependent upon the form of the triads , every chord of tlie 
seventh being composed of two triads connected tlirongh the third. The 
chord of the seventh is, to quote an expression of Hauptmann's, a co- 
alescence, so to speak, of two triads connected through tlie third. The 
dominant chord of the seventh, in major and minor keys beginning on 
like tones, is tlic only chord of the seventh which these keys have in 
common, as was observed above; the remaining chords of the seventh 
differing from each other, because composed of triads of different struc- 
tnre. Id minor fbe progrcssionB of tlie inbordinnte ehords of the seTenfh 
to triads are as follows : 
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1. Chord of the seTenth on the fint degree. 



'5 

sb 



Sb 



3sr 



In the harmonic minor mode no further progresdons to triads are poB- 
Bible in strict composition, as the seventh cannot be led downwards 
on acconnt of the augmented second b^. In free composition the pro- 
gression 




711 



which is. based npon 



3B- 




is frequently written ; it is all the more allowable because the augmented 
triad 



. which » together with the triad jfc — -^r — connected 



with it through the tliiid. forms this chord of tlio seventh, may progress 
quite conectly to tlie, triad coiiuected with it through the fifUi, ». e. 
(jtf-C-^ on the sixth step. 

2. Chord of the scTcnth on the second degree. 









1 



The progression to the triad of the third degree, which at once strikes 
our mnrical perception as insufficiently prepared , should be nvoided as 
incorrect in the strict style, on acconnt of the free entrance of the ang^ 



mented triad. The eiample . 




shows the free entrance 



of this triad, which requires preparation. A snccession of chords like 
the following, the augmented triad entering after preparation, must he 
admitted to be lawful, even if the sequences in the bass may not suit the 
individual taste: 

6» 
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8 



i 



6 



e 

4 



1 



Hie progression of the chord of the seventh on the second degree to 
the augmented triad is hero effcctod through the mediation of the domi- 
nant triad G-b-D. This chord of the seventh, formed by uniting the triads 
DlF-a!? and F-c^-C, is of so mild a character, that it is sometimes em- 
ployed without preparation, by eminent composers , in free or even in 
o cappella compositiOBt 

3. Chord of the seventh on the tlurd degr > 





7 



7_ 



A progression to the fourtli degree of the scale is here impossible, be- 
cause of tlie augmented second, as the following faulty example shows : 



, h-J^ being, as augmented second, annnmelodie step; 



nor would a progression to the chord of the sixth deiired from the triad 
on the second degree be allowable, for the same reason, as the following 




faulty examples show 



^^^^^^ 



7 

5^ 



4. Chord of the seventh on the fourth degree. 




This chord of the seventh, which should not be confounded with that 
on the second degree in tlie relative msyor key (jE?-major), has no reso- 
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Intioa beddfls the one given above. In order to reach the dominant triad 
the ohord of the fourth and sixth derived from the tonie triad must be 
interpolated. If the aevenih lie in one of the middle parts a direet pro- 
gression to the dominant triad is possible : 




or- < 



The parallel fourths e^^-a^ and D-G are accompanied by the tliirds of 
and G, t. e. C and h. This progression is an abbreviation of the one 
in which tlie chord of the fourth and sixth is interpolated. With the chord 
of the fourth and sixth derived from the tonic triad the examples would 
appear thus : 




or: 



27: 



TP- 



« 
4 



Ftogressions like the following: 




are incorrect ; under 1) the interpolated notes show the progression to 
be unmusical ; under 2) the tritone appears as an nnmelodious interval. 
On the other hand, the following progression is qnite correct: 




This progression is no resolution, the triad DjF-cls^ being dissonant. 
That mode of progression employed in free composition, in which the 
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serenth moYos upwards 



, is based upon the follow- 



9- 



ing progreauon in strict stylo 



^^^^ 



I 



5. Chord of the seventh on the sixth degree. 




2r~ 



9^ 



\>'^ r— |>i 



Of the foUowing pngnadMH: 



«) 



») 



that luder a) is allowable; the second, marked^, is faulty, became of 
the tritone d^-D, 

The eombmed mtjot and minor key F-J^^C-e-O-b-D: 



has the same dominant chord of the seventh as the major and minor keys 

beginning on tlie same tone ; the chords of the seventli on the first and 
third degrees are identical with those in major, wlience may be drawn 
an explanation of the fact, that after striking these chords Ihe minor 
sub-dominant triad is sometimes sounded : 




or: < 



3?: 



BS5 — i^^;^ 


2^ 


m 




7 6 




^ 



Besides this, the combined mode has the chords of the seventh on tluj 
second and seventh degrees in common with the minor mode \ they can 
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therefore progress to either the nujor or minor tonio triad. 8aeh pro- 
gressions as : 





7 


6 




!>5 



and 



7 









are oonseqnently quite as justifiable as the following: 




and 





■?w — 







7 
















1 



Through this presentution of the chords with the aid of thu combined 
mode au easy explanation is found for the oft-recurring mi^or closes of 
minor fugues; otherwise a the<aetieal and seientifio exposition of this 
phenomenon eonld scarcely be given. 

The ehoids of the seyenth on the fourth and sixth degrees of tiie oom- 
bined mode are identieal with tiiose on the first and third dogrees in 
minor, the latter lying respectively a fourth above and a fiftii below the 
fomer. In the combined key of C the chords of the seventii on the fonrtii 
and sixth degrees are the same as those on the first and third degrees of 
/"-minor. The resolutions of the chords of the seventh on the first and 
third degrees in minor have already been shown in C-minor ; the trans- 
poution to /'-minor is purely mechanical^ and easily performed. 

Progressions between chords of the seventh in their fundamental posi- 
tion may be accomplished if they are cuiiucctt'd tliroiigli the fifth. The 
major mode is pcculiaily a(iai)ted to such pre^n-essious , as it does not 
contain the inconvenient step of the augmented second. The following 
sequences in mi^or : 




E5^ 



7 7 



7 7 



7 7 



7 e 



5 7 



exhibit such a succesrion of chords ; it should be noticed, that the third 
of one chord of the seventh is employed to prepare the seventh of the 
following chord, and that a full chord of the seventh is in every case suc- 
ceeded by one in which the fifth is lacking. 
A like succession of chords is impossible in minor if the key be strictly 
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adhered to, because the uugmoutud second betwouii the sixth nnd scvcntli 
degrees cannot be nsed Sn melodic progression ; a progressiou bc;twoen 
chords of the sevenfli can seTOrtlieleflS be brought about, as shown in the 
example: 



8 



By modulating to the relative major key, e. g. from C- minor to 
-major, a full sequence of chords of the seventh can be written, as 
given below : 




7 



C-minoi: I £i?-m«^or: II Y 



\ 



I C'-iuiuor: VI 
Eb-major: TV 



U 



The interconnection of the chorda of the seventh is still closer when 
their inversions are employed. 



Esmekts m fro^ressums biiween eAordt of tke teomth m the fundamental 
position, and the triade, in minor. 



1) 



3 «» 7 6 « « 



JZ 



jB. 



7 # T 8 6 if 



6 7 
6 4 i? 



i 



2) 



if 6 



7 fi 



6 7 

*f 6 7 4 # 



xzsz. 



3) 8 7 

3 6 U 0 If 



6 if n 



6 

7 6 4 



7 



4) 7 6 7 

u 8 6 » _fi # 6 7 6 4 ^ 




3. 0 



7 

6 



7 e 

» (ur 7 B 
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CHAPTER X. 
Znver«totM o/' tli^ Chorda of the SevetiUu 

Like the triads, any chord of the serenth may be inverted, t . «. the 
third, fifth or MTenth may be taken as the haimoiiie basis, or bass, in- 
stead of the fimdamental tone. 

The inversions of the ehord of the seventh are: the efaord of the third, 
fifth and sixdi, or, as abbreviated, ehord of the fifth and sixth; the chord 
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of the third, fonrtii and lixth, abbreviated to chord of the third and 
fourth ; and the chord of the seoond, fourth and skth, abbreviated to 
chord of the second. The names of these chords are derived from the 
intervals which their higher tones form with the bass, the hitter, as in 

the case of the triads, determining the name of the chord, no matter how 
the other parts are arranged. The inversions of the dominant cliord of 
the seventh in C-major are here given. 

A, Chord of the third, fifth and sixth (= chord of the fifth and sixth). 




n. Chord of the third, fourth and sixth (ss chord of the third nnd 
fourth). 
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C. Chord of the second, fourth and sixth [= chord of the second) , 




The pi<)g:rcssions from inverted chords of the seventh to triads :irc the 
samo as those from the fimdamcutal position; only tliat the fundanientul 
remains stationary in such cases as , were the chord in its t'liudameutal 
position, it would liavc moved a fourth upwards or a fifth downwards. 
Tlie dominant chord of the seventh may be taken as an illustration. In 
the progression of this chord from its fundamental position to the tonic 
triad, the bass moves a fourth upwards or a fifth downwards : 
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in the progresiion from an womim to tiie tonic Itiad the fundamental 
remains stationaiy : 
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In all other progressions from inverttid cliords of the seventh to triads 
the leading of the fundamental tone is the same as if the chord of the 
sevenfli vere in its fundamental position; e. g. : 

A. Progressiona to the aixth degree. 
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if. Frogresaiona to the fourth degree. 
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The progreaaiona of the renuunuig chorda of the seventh, when in- 
verted, aie anbjeet to the same laws, and to the rules given above for Ihe 
fundamental position. The angmented seeond in minor most always re- 
eeive speeial attention. 

Finally, the progresnons between chords of the seventh connected 
through the third or fifth are to be noticed. Here a wide field is opened 
for the employment of this chord. The exain|)lr s given below sufficiently 
illnstrate such progressions between chords of the seventh connected 
through the third in miyor. 
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The pupil should observe, that in each progression three tones common 
to both phords remain stationary, the progressions to the various cliords 
of the seventh being thus fully prepared. In j)rogressions between chords 
of the seventh connected through the fifth, only two tones remain Bta- 
tionary : 
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or, begimung with a chord of the fifUi and sixth, thus : 
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Progressions may be effected between chords |of the seventh having 
only one tone in oommon, i. e. connected tiirongh the Bevenlli. Saeh a 
progression can however, be brought about only by leading three of the 
parts in such a manner lliat they form parallel fonrths accompanied by 
the third, the fourth part being stationary. This stationary tone, the 
fnndamental of the first diord, changes to the seventh in the second 
chord: 





A long snccession of ohinrds of the seventh connected throng^ the third 
or fifth can be made practicable, in minor, only by modnlating into the 
relatire mjyor; e. g. 
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Chords of the seventh connected through the third 
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C-minor: I Si?-m^Of:III VI IV 
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VI IV C-iQlnot:lT^n VII V 



Chords of the seventh connected through the fifth : 

^ ^ r-r> ^ rr-^ i --^-^-^ rrzn-^ 
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C -minor: VI . II 

V I rv 



c-minor: I VI 

*?'7-major: IV II 

Beginuiug with a ciiord uf the fifth and sixth the progressions appear 
thus : 
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C-minor: VI U 
V I IV 



IV 



C-minor: I 

£7-niajor: II 

Proeressions between cliords of the seventh havinsi- one tone in com- 
mon, in minor, may also ))e acrompli.shed , when three p&rts move in 
parallel fourths accompanied by the third, as follows : 
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The foregoing explanations will enable the learner to work out exer- 
cises with figured bass in the progressions of chords of the seventh and 
their inversions. 

We would repeat hero, that progressions of the dominant chord of the 
seventh to the sixtli and fourth degrees were called, by earlier theorists, 
deceptive closes. Tliis name was later given to all progressions of this 
chord wliicli did not lead to the tonic. 

The progressions of the chord of the seventh witliin the limits of one 
key have been explained. This chord is likewise well suited for mo- 
dulation. 

In diatonic progression a modulation is brought abont when the seventh 
and fiftii remain stationary, the third is led a whole tone downwards, and 
the fiindamental a whole tone upwards, 9. g. : 




C-n^for: I d-mlnor 



C-maJor: I o-minor: lY 



The remaining chords of the seventh may be employed in modulation 
in the same wny ; in pure harmony, however, only when the chords of 
the seventh through the aid of which the modulation is effected are 
common to both keySj like those on the first, third and sixth degi'ees in 
major, e. g. \ 
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C-major: I 
G-maJor: lY 



C-major: 111 
B-minor: IV 
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C>inajor : VI 

e-minor: IV I V 

The chord of the seventh on the fourth degree in major passes over, 
,in this progression, to the tonic triad of the same key ; e.g.: 
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C-nuJor: IV 



The dunrd of the sevenih on the seoond degree in migor eaanot he led 
to the relative minor; heeanse, taking C-major as an illnBtratlon, the 
lower triad D/F-^^ is not a perfeet minor triad ; this ehord of the seventh 
mnst therefore not he confonnded with that on the fourth degree in minor. 
K this ehord he led to the ehord of the fourth and sixth derived from a^C-e, 
against which progression no seientifie objeetions ean be raised, the domi- 
nant chord of ^-minor cannot follow the last named eliord direetly, if 
subtle theoretical distinctions bo adhered to ; on the contrary^ the sne- 
eession of chords wonld be as follows: 




C-major: II 



On the piano, however, if a chord of the seventh on the second degree 
in major pass to one precisely similar in sound in the relative minor key, 
it then belongs to this minor koy, and becomes the chord of the seventh 
on tiie fourth degree in minor, composed of a perfeet minor triad and a 
perfect msjor triad. The example wonld in this case appear tiins : . 
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A-mlnoi: IV I V I 

The interchanging of two chords between which snch a delicate dis^ 
tinction (SO : 81) subsists may be excused (aUbongh in certain eases it 
cannot be justified) , because, in instrumental music, suehnicety of shad- 
ing can, in practice, be brought out only in the string-quartette. That 
the proper treatment of this distinction could not be passed over in silence 
is made evident by the simple modulations given above , apart from the 
practical benefit inuring to tlio composer through an understanding of the 
distinction, in finding the correct responses to the themes of fugues. 
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In a similar progression of the chord of tlic seventh on the sevontll 
degree in miyor the original key is not departed from : 

1 : 
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4 
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C-maJw; YUP , IV I 

In minor the ehord of tbe seventh on the first degree also belongs to 
ihat combined key which begins on the dominant of ihe minor Icey. For 

instance , the chord on the first degree in C-minor is the same as that on 
the fourth degree of the combined key of The modalation to the latter 
key wonid be accomplished thus : 



n 

4 



G-minor: I 
<7-(oomMiieA): IV I V 

In case the choid of the serentii on the second degree in O-minor 
should be employed in modulating to ^i^-nugor, with the aid of the chord 
of the fourth and sixth deiived from the triad on the fourth degree in the 
latter key 





6 

4 




ij^-mi^ov: VU IV I 

the chord of tiie seventh on the seventh degree in ^b-nujor would be 
considered as convertible wifli tliat on the second degree in C-minor. 
From a strictly sdentific stondpoint this modulation cannot be regarded 
as correct; the same view holds good with respect to the following modu- 
lation firom the chord of the seventh on the seventh degree m ^b-m%jor: 
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Here the first chord of the seventh is undoubtedly that belonging to 
the first degree in C-minor. 

The chord of the seventh on the third degree in minor contains , like 
that on the first degree, the augmented triad, which maizes the following 
progresaiims neeessaiy: 

For the modulation of this cliord of the seventh only the first pro- 
gression, as a passing over to the combined key of G, has to be taken 
into consideration, this chord being found on the sixth degree of the latter 
key. With the chord of the seventh the modulation takes this form : 



6 
•i 



i 



C-minor: III 
(7-oomUned : YI I Y I 

The fundamental tone of the chord of the seventh moving downwards, 
this progression is incorrect, the proper relation between fundamental and 
seventh not being observed. Every seventh is the inversion of a second. 



A seoosd ean progress thus: 



ortfaas: S 



Eiflier the lower tone moves a step downwards, the higher tone remaining 
stationary (t. in the ehord of tiie seventh, the downward resolution 



sr 



^ , or the higher tone moves upwards, the lower remaining 



stationary (>. «. in the ehord of the seventh the upward progression of the 

fondamental, the seventh remaining stationary 



2=1). The 



higher tone in a second cannot, however, be led downwards in this 



manner 



[which is like leading the fundamental down- 



wards in a chord of the seventh 



m 



rr 



]. This could not be called 



a progresdon, but rather a mere repetition of the seventh, without sense 
or objeet. [A resolution of the second is also often employed in whieh 

Fftvl, Hamoay. 6 
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{he seoond progreases a step downwatd, and fb» tadamental, iiMrtead of 
gemriping stetionaiy, moYOB three Bteps upward, «. y. : J t? - 




For the seYenih the progression would i^pear thus: 



Besides those diatonic progressions the ohromatic progressions claim 
our notice. These latter can hest be comprehended and systematically 
explained by an adherence to the principle of the affinity or interconnec- 
tion of the chords, and by obserring the elements which they possess in 

common. 

Chromatic progressions cau be effected: 

1 . If three tones remain stationary. 

2. If two tones remain stationary. 

3. If one tone remains stationary. 
1) 2) 
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C; V Vn 0.- V d; Vn 0; V 6: VH C; V Bi I 

In chromatic progressions in striet eompodtion the parts moYing can 
progress only a step; sldpa are pennissible only in the free style, and 
sneh progressions must be based npon the laws of striet composition, e.g: 

, which is deriYod from • 
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is: 



3b 



7b 



C- V d; vn 

Chromatie progressions are employed in modulating, as explained 
fnrtiier on. 
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All poBdble ehroomtie inrogioBBioiui of fhe ehord of the flevenih can 
eiaily be written after tmpnAmiS&Dg the piindple upon whieh thej m 
iMLsed ; we ean now proeeed to the practical exercises. 

Passing sevenths may be employed without harmonic preparation, if 
they enter in the form of a step from the fundamental , and on the un- 
accented part of the measure (arsis) ; such chords of the seventh as require 
preparation cannot , on the contrary, enter free on the accented part of 
the measure (thesis [see Note XI], even should the seventh enter as a 
step from the fundamental. 

Passing chords of the seventh are, for instance : 



but not : , but not: 




Free composition is emancipated from these rigorous rules. Even where 
the composer employs the free style in the expression of ideas for which 
the striet style seems inadequate, he should nerertheleBa show, through 
aa intelligent treatment of hannonie eombinations, that before taUng the 
liberties neoessary for the aoeomplishment of his purpose he had obtained 
a thorough knowledge of the laws of pure harmony. 

After the pupil has written the various ehords of the seventh, together 
with their inversions, in all the keys, the following exercisee may be 
worked ont. 
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In minor the melodic scale may also be employed. 
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CHAPTER XI. 
C9tonte of NinU^ 

A chord of the ninth is formed , when to any chord of the seventh a 
tone is added which lies a third lower than the fundamental tone of the 
chord of the seTenth, and in the samo key as that chord. The chord of 



the seveiifh on the tbiid degrae in C-mi^or, e-O^D 

may be changed to a chord of the ninth tlirongh the addition^of the tone 
Cs= ^ , which lies a third helow the fimdamental of the ab4y?e 
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chord. The. entire chord of the ninth would then appear thus: 

It is composed of five tones : flindsmentsl, third, fifth, seTontliaiid ninth, 
one of which must be dropped in fonr-part harmony. The tone most fre- 
quently left out is the seventh, or, what amounts to the same tiling, the 
fifth in the original chord of the seventh, \v1iich forms , with the added 

third, the chovd of tiie ninth. In this chord ^ ^ ' designnted by 

0 

the figures g, or, as abbreviated, 9, the tone b is generally left oat. 

8 

The chord of the ninth, as it occurs in four-part compoBition, may there- 
fore be presented as follows. 

When a chord of the seventh , from which the fifth has been dropped, 
is sounded together with a tone lying a third below its fundamental, the 
entire harmony is called a chord of the ninth; e.g.: 



3 



The tones of the chord of the seventh above the fundamental of the 
chord of the ninth may be arranged at pleasure ; the first chord may, for 
instnnce, assome the following poBitions: 






1 -1 











The ligatures signify that the seventh in the chord of the seventh 
(= the ninth in the entire chord) must be prepared. 
The bass-note can enter only &om below, or from the fifth above. 
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The cases in which the fifth in the chord of the ninth (= third in the 
chord of the seventh) is dropped likewise belong to strict composition. 
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the place of the tone dropped being taken by the seventh in the chord of 
the ninth (= fifth in the chord of the seventh), as shown below: 
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Such an employment of the chord of the ninth immediately before the 

dominant cliord of the seventh is eminently suitable. 

IIauptmann's simple definition of the chord of the ninth, as a chord of 
the seventh over an organ-puiyit, is certainly far more Sensible than the un- 
scientitic explanations of various other writers. 

An organ-point is a stationary tone, above which a succession of chords 
in infinite variety may be sounded , the organ-point serving as connect- 
ing link. Either the prime or the fifth, or both together, may be used as 
organ-point. 

Organ-point on the Prime. 
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Oigia-poiat «i the Fifth. 
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Organ-point on Prime and Fifth. 




If the nature of flie ehord of the mnth be explained by the aid of the 
oxgan-point, the definition ia to be nnderatood as meaning that the ohoid 
of the ninth ia an organ-point entering together with a ohord of the se- 
Yenth, of which latter the fifth is dropped. 

The chord of the ninth might also, with reason, be regarded as result- 
ing from a progression between two chorda of the seventh , and naturally 
and rationally be explained as arising from a resolution of a chord of the 
third, fourth and sixth, whose basis (the fifth in the chord of the seventh) 
moves .1 step upwards prior to the resolntion of the whole chord. For 
instance, this progression : 
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may be considered as derived from the following : 
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The strong attraction to the fundaniental of the succeeding triad pro- 
bably led to the omission of the chord of the third, foui th and sixth. In 
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{he same maimer fliu pro^reBBioB : 
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is based apon the foUowing: 
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or, with a different airaiigemeiit of the parts: 
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Instead of permitting snoh direct progressions as fliese 
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the seventh or second is therefore employed to form a .suspension, i. e, 
as a dissonant tone retarding the direct progression tu a consonance. 
For this reason the chord of the ninth may also be employed as a sus- 
pension. 

EwereiteB wiih the Chord of the Ninth, 
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CHAPTER Xn. 

A suspension is the disBonance cans^ by either m seventh or a second, 
and ooents immedhitely before a chord which could have entered wifhdnt 
the snspenBioii. SnspenaioBB may oeeur before triads or chords of the 



seventh. Taking for example this progression between 



triads ^ ^ 



the direct progression to the triad C-e-G may be suspended through F, 

A 5 



which note would then form a second with O 



If the Amdamentals be added as bass the progressions appear thus: 



5 

4 3 



A few eiamples will snffice as illustrations of sncli progressions. 



I. Snspeoaioiis iMfim trinda. 

1. Before Ha triad m iVs fundamental position. 



Dlreot progcewion. 



With svspeiuloii. 



Direct progression. 




2. B«flare ^ ekord of tke $utA, 



Direct pro»r. Suspension. Direct progr. Suspension. 




Direct progr. Suspension. 




3. Before the chord of the Jomrth and sixth. 
Diveet progr. Suspmsion. or 
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II. SoBpensions before Chords of the seventh. 
1. Srfor§ ike ehotd m U» /mdammUal potUion, 
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This last fom oaa be used only with dominaiit ehoids of the serenth, 
wliese Berenili does not need pr^aration if the ftmdamental be pfeaent. 
Diieet piogr. Supemioii. DixMtpiogr. Snspenilon. 
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Suspension. 



Dinot progiw Suspension. 
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4. iS^p«M>on ft^ore il^ chord of ihe teeond* 
Dixeet piogr. Suspension. Dimet piogr. Snspeniion. 
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Snob sneeMriiniB of eliords of fhe smnfh as this : 



6 
4 

S 



are , of course , not to be regarded as saspensions , they being entirely 
independent ehorda ; for altboogh the chord of the third, fourth and sixth 
precedes the ohord of the seeood, it Is neyertbelesB not » suspension of 
the latter. It Is a gross enor to give eonsonaat triads as examples of 
SDspensioBS ; because progressions like these : 




^ e 



are simply progressions between triads, and no tme saspensions. 

The angmcnted triad is, on tho other hand, to be employed in suspen- 
sionii having an npward resolution: 

Direct progr. Snspension. ot : 



^ — I i^iU 




"jBL 



Here the snspension is prepared tlirongh the angmeiited fiflli, which 
resolyes itself upwards. 

The following exerdses will aid in impressing the foregohig mlcs on 
the memory. 
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Snq[»eiuBioii8 witli an upward reaolutioB may abo be employed, when 
augmented Interrals are fomed, in resolntioiui of the soHsalled *'angmented 

diords", fhe names of which, as given in Tarions manuals of harmony, 
are: "the augmented chord of the sixth; augmented chord of the fifth and 
sixth; augmented chord of the third, fourth and sixth; and augmented 
ehord of the seeond, fourth and sixth**. 



CHAPTER Xm. 

The Augmented Chords* 

The explanations usually offered of the derivation of these ehords eaD 
be regarded neither as seientifio nor as praetioal. I have invariably found 
that even the most talented and industrious seholars, who had only stu- 
died the definitions given by Biditer, and had not made themselves ae- 
quainted withHAUPniAinir's logical demonstration, were without a thorough 
and intelligent comprehension of their charaeter. In order to exhibit the 
chords in such a manner that the piqul may, previous to their demon- 
stration, impress tiieir stmetnre upon his memory, a few prduninaiy re- 
marks are necessary. The augmented ehord of the sixth, the augmented 
chord of the fifth and sixth, and the augmented chord of the third, fourth 
and sixth lie on the sixth degree of the harmonic minor scale, and are 
resolved to the dominant. 

• * 
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1. The augmmUtd chord of the sixth. 

This ehoid has a mmjor third and aagmenfedaixfh; e»g, thedxdide- 
igiee in ^-minor is /; and the augmented ehord of the sixth, having a 

miyor third and augmented sixths would be ^ ^ resolved to 

the dominant . If used in fonr-part harmony the third, 

as eoDSODiai with the lower lone, should he doubled, giving the following 
resolutions : 



or; 
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but not : 



1^ 



-Of- 




The last progression appears of doubtful eorreetness, not only on ao- 

but also because the chord in 

Here 



€Ount of the parallel iifths 

its fundamental position could not progress thus : 



we find, besides the parallel fifths, the nnmelodle augmented seeond 
^ # fl^ « 0^1^ leaving out of the question the fact that these indi- 




recUy connected trUds c^mot, m more tl»u these |^g= jg^. 

make such a progression, although in this last example, the augmented 
aeeond not oeeurring, the triads may be led in oontrary motion: 



2 . The augmented chord of the fi/A and sixth. 

This ehord is based upon the rixth degree in minor, and has a major 
ihii l perfeet fifth, and augmented sixfli. Its form, in ^Huinor, would 

be ^ -t' ^T . It passes in its resolution through the chord of the fourth 
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wad sixih derived from the tonie triad to the dominaiit triad: 



6 



8 

4 



3. TAi m^mM cAord of tk§ third, fmrik and m»ik. 

This chord, which also lies upon the sixth degree, has a major third, 
augmented fourth, and augmented sixth, and appears, in ^-minor, thus: 

4 




. It may be resolTed either to the dominaBt triad direetly. 



or indirectly through the chord of the sixth and fourth derived from the 
tonic triad : 




or; 
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Finally the 

4. AusfmmUd chord of tht weond, fourih and tixtk 

is to be noticed. It contains the augmented triad in minor, and, below the 
flmdameatal tone of this triad, a m%jor second. The augmented triad in 

^-minor is e-E-j/^ = c is the fundamental, and b? the migor 

second below the flindamental; the entire chord would therefore be 

^ . Ita resolntion is dependent npon that of the augmented triad, 

wliich exercises a predominating influence, and would consequently be 
either to the chord of the tonic, or to the triad on the rixth degree in 
minor (in ^-minor f~A-e): 
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Tkm ohordfl «re sometimoB named Vtared ebordg**, i . #. ehordB formed 

by means of cliromatic cliaDges. 

Tones raised by chromatic signs do not, however, occur in the forma- 
tion of elementary ehoids. Cfaiomalie tosea which do not assist in form- 
ing chords, can be regarded merely as passing notes, and cannot lead to 
^'altered chorda", which are, in reaii^, non-existent in harmony. The 



the minor Beventh paaaing tiirongh in ita upward progresaiott. Thia 
on the araia doea not, howoTor, alter the flmdamental harmony, and 
cannot be oonsidered aa metrically and harmonioally eqnal to the con- 
atitnent elements of the chord. The only scientifioally correct demonstra^ 
tion of the formation of the augmented chords is that of Mobitz Haupt- 
MANN, which is based npon an exteniion of the formula for the modes. 
This may be explained, in popular language, as follows. The formula for 
the minor mode is extended, on the dominant side, as far as the third of 
the dominant fifth. E. g., the formula for ^-minor is D-f-A-c-E-g^-B, 
If we desire to extend the formula by adding a new triad based on 5, 
this triad would be B-d^-F^. [Haupt.mann's theory is, that this extension 
of the minor formula or "tone system" can be accomplished on the domi- 
nant side only by the addition of major triads, the dominant triad being 
major; and on the sub-dominant side by adding minor triads, the sub- 
dominant triad being minor. The formula so extended he callB the ''oyer- 
lapping*^ or *'oyerreaehing** system.] By this prooednre, howoTer, ^e key 
of .^-minor ia given up for the key of the dominant, the eombined key ii 
S. Remaining in ^ndnor we extend the foimnla only to d]^, the third of 
the doodnant fifth , thna living np the fimdamental of the anb-dominant. 
The formnla would then he If-Are-E-gl^B-^!^. Qy getting next to 

the Boh-dominant third, the triad d^-A: ^ ^ , is formed, which 

eontains the third of the dominant fifth, the sub-dominant third , and the 
anb-dominant fifth (= the fundamental of the tonic triad). Tlii3 triad 
belongs to the formula or mode as extended on the dominant side, and is 
generally employed as a chord of the sixth or so-called ''augmented chord 
of the idxth", aHhongh'it alao oeenra in other portions, e. g,i 



following example showa a chromatic passing note 





3 a f. i 

i^t . |_g^=3?=q:Jf=r2?2ar 



The formula d^lf-A-c-E-g^-B-d^J likewise contains the chord 
the first inversion of which is the so-called 'augmented chord of the fifth 
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and sixth". This chord, although usually met vith in the above position, 
may also take other foms, as follows: 







X'S^r^^'^-^-^ H— i « 
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5 4 8 
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s 

« 8 

8 8 ^« 




By setting the dominant fifth and its third , as given in the above for- 
mula, next to the third luad fifth of the sub-dominant, we obtain the fun- 
damental foim of that ehord, [B-d\lf-A) whose sooond hiTeraion or tiiird 
position is the so-ealled ^'augmented ehord of the third, fourth and sixth". 
TMs ehord is most naturally employed in the ^ren position , bnt may, 
like the others, take vaiions forms. 





We obtain the fundamental position of the so-called "augmented chord 
of the second" by extending the minor formula D-f-A-c-E-g^-B on the 
sub-dominant side, giving up the dominant fifth. The triad formed below 
D would be O^'D* After adding this triad, thus abandoning the minor 
mode, the formula would appear as Q^^^D^f^A'C^E, If howerer, 
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the fommU be extended downwards only to & alone is given np: 
/i)^~l>'/-A-e~E-^/ ; ^ set next to ^ gives the fiindamental form of the 

chord c-f-^Z&l': ^ |^ ^ ' ^^^^^ inversion or fourth position of 

which is the so-eaUed **angmented chord of the second, fourth and sixth** 
-Jg — 

' chord can also be employed in other positions, as 
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The following exercises are for practice in the 

In the thorongh-bass figming here given a nought (•) is frequently 
placed beside a figure, to indicate that the interval Is a diminished one, 
and to prevent mistakes on the part of the pupil. A well-trained musi- 
cian naturally needs no such helps. 
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It is apparent from the foregoing elucidation that ""altered chords" 
no aetnal existence , and that the so-called ""augmented chords'* are not 
formed by merely raising the tones through chromatic signs , but are tho 

product of an organic development. Hauptmann's axiom, that ""every 
tone in music has a definite place in a chord belonging to a definite key", 
must be taken literally. Through the employment of these last-mentioned 
chords a wider field is opened to the art of modulation , which can be 
thoroughly comprehended only by applying Hauptmann's principle. The 
augmented chords, together with the chords of the seventh, are pre- 
eminently adapted for use in modulation. 
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CHAPTER XIV. 
Modulationw 

The afifiBity between the chords is recognizable chiefly through the 
tones vMeh they possess in common. Snoh tones are especially helpfkil 
in effecting modulations from one key to another, the Tarions families of 
tones being thus bron^t into closer connection. With triads alone the 
most manifold modulations » based npon this principle, may be accom- 
plished without in the least infringing npon the laws of correct proc^kes- 
sion. The composer^s power of combination finds here an opportonity for 
npansion in the most diverse directions, in all of which the end desired 
may be attained if the above principle be strictly kept in view. The 
following examples will suffice, without detailed explanation , to convince 
the learner of the correctness of these statements. The ligatures between 
the tones common to successive chords will aid in comprehending the 
theory of interconnection, which is of the utmost importance in modulftt— 
ing as well as in simple harmonic combinations. 

Bxtreiset m ModtdaHon, 

Taking the key of C-major as point of departure, the keys most 
closely connected with it are; 6r-major, jF-major, .^-minor, ^-minor and 
C-minor. Modulation is effected chiefly through the various harmonic 
significance of the chords. If the triads alone be employed, the above- 
named keys are to be chosen as those proper for our purpose, as shown 
In the following examples, in which the major keys are indicated by capi* 
tals, and the minor keys by small letters. 

1) ^ ,L _ or: 




— 


Si ' 












t'r"Tg~ 




* — 








tf>. 












1 19 1 




4= 






— (9 li 


C- I 


C: V 






C: I 




T 






•2) 


Ot I 


0: V 


0: I 


or : 


0: 


I 


0: T 


0: I 




C: I C: IV 
F: 1 



F: IV 



F: IV F: 1 
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3)_ 



01 : 




8 
4 



z=a: 



3: 



C* I C - III 
<; I 



4) 



e. I 

5) 



a- I C: III 
e: I 



«: V I 



C: I C- YI C; I C(eomiKSed)riy C (combined) 

a: I a: Y a: I e: lY e.* Y a I 

By using the ohords of the Bevenih, particnliffly the domiiuuit ehord of 
the soYenth, in modnlatiiig, the keys appear in still oloser affinity, as 
shown below. 

1) 2) 3) 



I 



2g — \~^- 



3^ 



C: I 0: Y <?; I Cr I F: Y Fi I 0; I 0: Y O; I 0: Y 0.- 1 
(?: lY J"; Y <?; lY C,-^ Y 



4) 



5) 



J— «^ 



SEE 



ST 



-r 



22: 



:3r 



C: I (?; V G. I i): V D.- I 
G; IV i); IV 



C; I i': V ¥: I C; V C; I 
F: V C; IV 




C: I F: V F: I J^^: Y Bj?; I 
F: V Bt»; V 
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— * — 


• • 

2 S 


• * 

S ,6 4 
4 3 8 



C- I C: IV F: II 4: VIlO d: V 
J?.- I a.- IV 



d: 1 d; IV* d: U 











5 

3 




ft""" ~~ ^ 
ft 4 5 - 

0 8 5 3 4:) 

^ :=faar :=^^ : 


6 

e 5 


^ L!< 







d; V y: VII : I 
D; V 



— y ; IV^f j^. II D; I 

O; V 



(?. I C: V 
!>,• IV e: V 
C- V 




It: 



7 

-5- 



6 
4 



6 

30 4 



e: I 



c; V C: I 
C; V 



The pupil, alter stodying these examples, will be able to woik out the 

following exercises. 

In order to learn the use of the various clefs , all exercises shonid be 
written, like the example in modalation given below, first in open posi- 
tion, on two staves, and then eopied onto four staves, using four different 

clefs. 

These four elefs may be learned by examining the following conqE^aiA- 
tive table. 
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in 



♦I 



c 
I 

.S 



I 



^11 



1> 



4> 



1^ 



lit) 



^11 
%\\ 
-^1 
-^1 



0 
U 

o 



I) 



I* 
ID 



<tl 
^1 



o 
a 



^11 



^- — ^) 



5 

<5 



It: 



I 



1^ 
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1 




C: I C: V C: I C: II 

C (combined): n 



C: V C: IV C: VI 




(?; VllO (7.1 _ C.I F: y f:l VI ilj^; H 

<? (combined): VII C,- V f"; V V A?: VI 










-^5- h-^^ ^ 




6 

-f] 


? 4 


1 ^ 

<9„ . . 








. 



C; I C: IV C(com- C. I G; V — G: I C; V C; I 
bined): IV C?; IV C; Y 
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The same, on four staves, using four different clefs: 


Hit" ' 

: r^^^^ 

1 « JfV 1 


H 1 




IMi-J^^ 1 : 








— j» — 





3 6 



2 « - 7-7 



5 

3 ..7 



2L 







— 






fa 


1 



















i£= 






— 













r I I W 




a: 



— ■ 1 — 

■ 0 8 
5 


— tf> 

6 

6 5 


— <5> 

2 


-1 

6 

6 5 


/5 

0 


6 

5 2 


6 4 

5 3 

1_ . 









^ r 1 f ? 



"I — -^g^ — ^ 



i 



6 
S 



e 0 4 

2 6 6 9 4 5.3 



1^ 



S 7 



2L. 



2: 



8 
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2)^ 



3s: 



^ — 2: 



LA 



5 



7 
6 
3 



7(5 



3 



6 

5 




4 



U. 



c: I — VI V o.* vno I 



IV 



3 



0 5 « 
< * 5 

I ' 1 1 'l ' I 



m 



7b 



8 
4 



at I 



^ ' C; IV 0 (combined): VII IV 

c-miaor: I 



1 



3S 



0 

.5b 



8 
4 



6 

e 



e-minoz: 1V«* Cmijor: I V I 
6 (eombtnad): YEI O major: IT 

On four staves, using four different clefs: 



a i 1 — ^- -fg'- <g> ^.-^^^ i.- — (g- 1 


l^-s:: 1 

^-^^^ 




■ 1 ^\ 1 — 1 




— 


1 


7 

« « 

i ... 1 r 'ir^ ^ i 


1 — 

6 fr 
0 4 4 
5 S S 

— 


6 5 « 

4 3i< 2 




1 ,r J 



is: 
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-JBEL 



HE 



6 
5 



_7 7|r 4 r r - 7 



ran 



JSmrcuM |0 vorktd out. 



1) 

3 6 9 8 


6« Si; 


8 7^ 

6 5 

5 2 6 3 0 8 

— ^ ;w 


5 Sir 


fi 

5, 5 














0 

7» 5 



9 8 



0 Afi 
> 8 



5if - 
4 M 



6 

7 5 
3# - 



6 
4 

(i Sin 



6 

5 



6 

2 



6 • 

4 - 

3 - 



6 5 7 

4 












<9 . 










2i! .,5) 

























2) 6 
8 5 



2 6 



fit; 



1^ 



61? 

4 6 
7 3 5 



9 R 
5 - 
4 3 



6 6 



3z: 



6 

5 



ft 
4 

3 



5 « 
3if 2 



ft 

4 fi 3 7 
6 3 4 3il - 



6 

4 

3 



6 7 
4!; 5 
3 3# 



6t! 

7 5 



6 - 

5 6 5 4 

3# 7? 5 9 8 3b 2 



6 
4 



7i» - 
6 5 
3 - 



9 8 7 8 

6b 5^ 4b - 
4 3l> 3b -i. 



3^ 



8* 



ft 

4 

3 
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6 5b 



8 7 
6 5- 
4 3- 



6 
5 



6 5 7 
4 1 



4) 



6 - 

6 * - 

3 5 3 2 fi 



3» 



6 

4 

6 2i; 6 7 7 



ft - 

« - 

S 2 



6 9t| 



70 8 7 

16 6 5 



5 



6) 



4*. 

3 3 6 



6 5 



7 5 



7 « 



3 6 



7<f 7U- 
4 S!| ail- 



After working out these exercises on four staves, the pupil may 
tempt to compose little pieces, each of which shonld be eight meaanres 
in length. The following short pieees will serre as an introdnetion to 
8iich efforts in independent composition. 

i) _ 



pff r : r r r 


■= r r 'fif~E 






— 1— 1 


4 

3 2 6 3 


6 5 - 
5 6 3 3^ 

J J ' : 


_y 

9 8 7 6 
5 - 4il - 
7b 3 - i - 

l-^H^ ^ 
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6 3 

e - B 6 4tl 
3-35 2 



• ft 962 



6 

ft - 
S 6 S 39 



-! ^- 



PS 



5 5t; 8 
3-6 



9 5 7 

7b 3 - 



5) 



I? 



4!; 

2 6 



29: 



6 

6 4 5 

6 4 3 3 2 
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4 5 
6 3 3 6 



7b ii 6 31; 
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. ^ i-Tri»-in 


-(• — 1 — 1 — 






i r. r 


■ 1 1 

-A 


1 1 

*== 






M 1 


^ r r — 


5 4D 

3 2 fi 


7M • 
0 S« 5 9 4 

4 3? - 4!| 3 


« 4 

6 4 3 


3!; 3ti 3 


1 — 




-i^^ = 









3) 



5 



— ^^m- 



U r r r- 



. V. 



221: 



22: 



I « 3 

J ~ 6 - 

f. ~ 3 - 



OA 5 
« » S 2 0 3 



3 

6 0 « 6 - 
S S 6 4 5 - 



i 



7*" 



1 



H 



4- 



8 7 ' • 9 8 7 0 

5-05« 63646 5-«- 

3-53 26 3 6- 3 5 3- 2-6 7b 
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m 



8 4 

6S - 
4 



0 7 0 8 S 

4 4-38 
8 7» - 7; - 



3 5 4 
6 8 7 
5 7 tt 



3 
5 



8 
5 
3 

1^ 



CHAPTER XV. 
BiilhB and OdUfum* 

Althongh at the time of Sebastian Bach the laws of the intenMmiieo- 
tion of the chords were not so distinctly set forth as at present, we never- 
theless find, among the practical rules of his son Carl Philipp Emanuel 
Bach, author of the uncommonly valuable work entitled "Essay on the 
true method of playing the piano" [Versuch tiber die wahre Art, das Cla- 
vier zu spielen (Berlin, second edition , 1759)] a foreshadowing of the 
theory of interconnection, an adherence to which renders the rule "to 
avoid parallel fifths and octaves" superfluous. An acquaintance with the 
views generally received in the Bach period, as to the treatment of fifths 
in polyphonio oom]^tioD, can hardly fail to be of aervice to the praetieal 
Dmaidan. 

Parallel octaves aie leas exhanstiYely treated of than parallel fifths, 
the ocevrreDee of the former in four^part harmony chaaging it, by the 
simple doubling of one part, to three-part harmony; parallel fifths, on 
the other hand, doing violenee to onr musical sense tiirongh their unpre- 
pared entrance and contradictory character. For thdr avoidance *'con- 
trary motion" is principally recommended in the Bach period, partienlarly 
for an accompanist playing from a figured bass. 

"Contrary motion'^, says C. Ph. £. Bach, "is in general the best and 
safest for an accompanist , more especially in the case of these chords 
(t. e. the triads) ; by this means 'open' and 'covered' fifths and octaves 
are avoided". 

**Covered fifths and octaves occur between two parts progressing in 
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panllel nioti<m, If, b7 iiitorpoUiiiig ilia notes skipped by eUiier part, 
parallel fifQis or octaves are ftHrmed by snoh notea." S. g» 



Gorexed lUtiu. 




'^They are more allowable (according to C. Ph. E. Bachi between the 
middle parts, or between these and the bass, than between soprano and 
bass, because in the latter case the laws of strict composition and pure 
Tocal music most be more scrupulously observed .... This progression 
is impure, and haa Itoefore a bad eflSsel In Toeal mule.'' 

**T]ie Mowing covered fifHis may be considered as permisi^le between 
fhe outer parts: i . J J ' 




X 



Two open flMs of different character may sncceed each other.** 
In downward progresidon a diminidied fifth may fbilow a perfeet fifdi 



between any two parts, «. g. ^ 



(In tbe Baoh period a 



diminished fifth was called a '^dse" [falsche] fifth*) **Bnt the progresnon 
ftom a diminished fifth to a perfect fifth is permitted only in ease of ne- 

ccBsity, and scarcely cTcr between the enter parts, • . g, ^* * 

The ascending progression from a perfect to a diminished fifth is better 
than from a diminished to a perfect fifth, the natoral progression of the 



diminished fifth being downwards; tjt ^ . .. ^ j j 



To avoid parallel fifths between triads, Bach gives rules for leading 
the parts according as the bass moves upward or downward , which rules 
lead to the same result as does an observance of the laws of interconnec- 
tion. The latter, however, present the essence of the matter more clearly, 
and prevent mistakes with greater certainty, than such rules, which, as 
in the case of closes, where covered octaves frequently and quite law- 
fully occur, do not always appear adequate or pertinent. 
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Baoh gives, for instance, the following role for triads connected throngh 
dielMrd: **w]ien the bass progresses two steps upward, Uie interrals 
belonging to the first tone are held, only the fifth being taken anew:" 



1 



*and when it progresses two steps downward, the 



octave only need be changed: 



.»» 



. *lf tbe bass pro- 



in contrary motion, e. y. 



gress one step upward or downward, the remaining parts are to be led 



progress upward a semitone, moving in major thirds with any part above, 
the fifth and third should be led in contrary motion either an octave 
apart, or to the onison; consequently to the second bass-note the third 
is doubled and the octave dropped , e. g. 



m 



^If this progression be reversed the third should be doubled and the 
octave left out in the first chord : 

7^ 



s 



9- 



7^ 



"OtbenHse one of tbe parts is forced to take the nnmelodie step of the 

augmented second ^ ^^^^^ should be avoided." 

These eian^les oleariy show that the desired end is attained mim 
readily and with greater certainty through the theory of interconneotiony 
which also renders mistakes far less probable. 
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Special attention should be called to the ftet, that teaehen of hannony 
hft?e latterly shot over the mark in their pnrniit of paraDel fifOia and 
oetftTes. The expreBoions **Q^teqjigerei'* and *'Oetaveiidlgeiei'' [ehaae 
after filths and ootaYes] have for th&i leaaon become natoralised as Ger- 
man mnsieal terms. Sneh pedantry finds it even blameable when octaTee 
ooenr in two snoeesslTe measniea on the ands, as in fliis example : 





X 

1 — ^ — — 1 — z :;^T — rr 


3 

^^i-^ 


'""^'Sg — 
e 

- /5 


6 

1 ^ — 1 

—i» \ 


— 19 » ^ 

6 

4 3 

-a. 1 


^ — L-« — u — j 1 : 


a. : 



Octaves are found in the chords marked x between flic soprano and 
tenor, and are sounded in both cases on the unaccented part of the 
measure, or aisis. Many a pedant might maintain that they should 
be avoided as parallel octaves; between them lies, however, a harmony 
differing from that of the first chord, the four- part progression being 
retained, so that this succession of chords is not to be regarded as faulty. 
To strike at the root of such a mistaken idea various examples of the 
employment of the chord of the sixth in the above manner have been 
brought forward. Even where chords, in which octaves occur, appear 
in successive measures on the thesis , the harmony cannot be called in- 
correct. This Qxample 





1 


X 

-d ^ 


X 


8 2 


! \ 


6 2 




"l ■>. 







etc. 



shows a sequence, in which octaves occur in several suocesdve measures 
on the thesis between the soprano and alto , as marked by a x placed 
above. The x below indicates that in several successive measures fifths 
occur on the arns between the two middle parts. The form of these pro- 
gressiens may be considered, on account of the sequences, as premedi- 
tated, but not as faulty. Where the composer considers it necessary to 
employ such sequences, it may be said that he does so designedly, this 
often appearing justifiable when certain tones of a melody are to be 
brought into prominence in the midst of the harmony, bat not that he 
writes incorrectly. The motives for using such a form of expression 
should therefore be carefully weighed in each individual case. 
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CHAPTER XVI. 

At the time of JoHAirar Sbbastian Bach and his son, C. Ph. £. Bach, 
tfaoTOVi^-bafla notation wm already a subject of stndy, and sometimes of 
eontroversj. The differences of opinion in regard to the proper method 
of figoring arose from a vacillation between tiie modem musical system 

and the old church-modes. The signatures of the various keys were also 
generally slighted by composers, a fact mentioned specially by C. Vm. E. 
Bach. He says, that before his time X>-minor was seldom distinguished 
by a B?, or C-minor by an A?, etc. ; the minor keys had therefore one 
chromatic sign less than belonged to them, which is corroborated by old 
scores of the seventeenth and beginning of the eighteenth centuries. 
Even some contemporaries of Bach followed this custom , "perhaps from 
habit, perhaps through a love of antiquity , perhaps for other reasons", 
writoB 0* Ph. E. Bace. *Th6 eompoeef^i he oontinues , '^often haa flie 
good intentSoB of not eonAising the performer by throwing in fresh signs 
at every torn, partioolarly in pieees where ehromatica are freely used, or 
in reeiiatiTes, where great freedom in modolation is permitted, ete. ; bnt 
contents himself with one and the same signatnie, or sets no ehromatie 
signs whatever before the oompontion. In sneh eases these signa are 
likewise often left ont in the figuring, a perfeet ac<{aaintanoe with all the 
keys being taken for granted**. 

It being the object of a manual of harmony to explain the chords and 
their employment, and also to give the student the ability to study the 
works of the masters, a fuller explanation of the thorough-bass notation 
met with in old scores is indispensable. When the pupil, by working out 
the exercises and through learning the various chords, has gained a suf- 
ficient understanding of the nature of harmonic combinations, there is no 
better discipline for fixing and widening his knowledge than the playing 
of figured basses taken from master-works. 

Those not snfficiently advanced in piano -playing may regnlate and 
Btreng^MD their mvrieal ftonlty by writing ont the eaereises. At the end 
of the ehapter haasea taken frmn maater^works are given for praetiee in 
this direction. 

In the preceding ezereiBes only sneh figarea were given as were ahso- 
Intel; indispensable, in order that the pnpil shovld not be tempted into 
a merely mechanical counting of the intervals from the bass. It now be- 
e(nnes necessary, for the purpose of insuring a comprehension of the 
harmonies in the works of the old masters, to learn the signification 
of other figures , till now nnemployed. A eompendions explanation of 
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tiiorough-bass figuring will qiuilify the leuiur to oreroome flio difHenltieB 
in tiiese works. 

Finlly, it elundd be miuurked that primes, tenths, derentfas and 
twelfths were fomeriy regarded as of like Talne with oetaves, tliirds, 
fourths and fifths, whieh opinion eonnddes with the views of most modem 

mnsieianB. The former were often designated, in old scores, by the 
flgares 1 (prime), 10 (tenth), It (eleventh), and 12 (twelfth). These oc- 
curred, according to 0. Ph. £. Bach, "most frequently in the gallant 

[free] style", which, cultivated specially by the French composers of the 
Bach period, formed a contrast to the strict "contrapuntal" or ''metrical" 
style through a lighter, freer, and more graceful treatment of the themes. 
This iignring was generally used in three-part accompaniments, as shown 
by the following examples : 

9 4 5 - 4 3 



i 



3 
1 



4 

2 



- 4 

- 1 



3 
1 



or, as given in fall : 



10 11 10 0 8 7 6 
ass X 6 bit 3if 










— — 













10 11 



10 
8 



0 
7. 



inftdl: 




In the second measure a ^ occurs beside the figure 5. This b was for- 
merly often employed to indicate the diminished or ''false" fifth, and to 
duly distinguish it from the perfect fifth, as will be more fully explained 
farther on. 



12 11 
10 9 



10 
8 



9 



8 l>7 
tt 5 



3 
1 



IS 11 10 



9 



S b7 
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9 

b7 


10 11 

-) « 


12 8 




' ^ 




— — > 





in full: 



"ST" 



6 
4 



b7 8 fl 

5 0 b7 



- 10 11 12 

- 5 0 b7 



8 
8 

-<S>- 



5 



8 
3 



0 
4 



10 



1 1 

« 

r 



12 11 



=-1: 



10 

H 



in foil: 



-T— 

E 



m 



9 10 
4 5 



11 



-J21 



12 
7 



11 



- 10 



— - 8 



m 



The figures 10, 11 and 12 are nsed by the older composers only when 
preceded or followed by 7 , 8 and 9 ; otherwise 3 is written for 1 0, 4 
for 11, and 5 for 1 2 , t. e. the third for the tenth, the fooith for the ele- 
venth, and the fifth for the twelfth. 

In the Bach period, as C, Ph. E, Bach explicitly maintains, simple 
figures, without farther addition, were employed to indicate the intervals 
as they occurred ivithin the key, with the exception of the sign given above 
for the diminished fifth. For instance, in G'-major, which has one j| as 
signature, the sixth of a wonld be no longer /' but and a simple 6 
would be written over the a, the Jt being already given in the signatnre. 
On tihe other hnad, if intenralfl oecnrred which were foreign to the key, 
special signs were employed. 

A line drawn throngli the figure, or a |f beside it, denotes, tbat the in- 
terval is to be raised % ohromalic semitone. 

The manner of deeignatmg the intervals is determined by the key. 
The degrees are so precisely indicated by means of the signatures, that 
the mere figures suffice to mark the intervals, if the original key be ad- 
hered to. Taking, for example, the key of ^-major, the intervals formed 
by the aid of the notes /|, and ^ are indicated by simple figures. 
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6 

3 



8 
6 
4 



7 

6 
4 



8 
5 

3 
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Attentiou mast here be called to a mistake in Richteb's ICanaal of 
Harmony which is calculated to perplex the student. In his presentation 
of the chords of the seveiitli in miyor, those chords haying a major se- 
venth, on the first and fourth degrees, are designated hj a line drawn 
through the figure; e. p, in C-mt^or: 



f 



1^ 



n7 



j\7 V7 VI7 VII"7 



This mode of notation is evidently wrong; because the stroke thi'ough 
the 7 is meaningless, the sevenths based on the first and fourth steps being 
naturally major intervals, and not artificially raised. When intervals are 
raised artificially they are marked by a line drawn through the figure or 
by a It set beside the same. For instance, if we are writhig in .^-major, 
and employ chromatically raised notes which do not occur in that key, 
this must be indicated by a strolce through the figure, or by a ehxomatic 
aign, e. g. 




C. Ph. E. Bach remarks, regarding this mode of notation : "A stroke 
through the figure, or a sharp beside the same, raises the interval bj a 
semitone", and gives the two following examples: 



r 



He then adds: "This stroke through the figure is in general use and 
ever}'where understood by us Germans, and likewise by the Italians ; the 
French alone deviate from this practice, thus causing confusion. Examine, 
for instance, Le Clair's figured basses, in which the natural major in- 
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tenrmU, and also the oeeidiiUal minor intervals, an marked alike, namely 
by a stroke". 

The *Wiiral nudor** Interrals are sneh mijor intervals as are fonnd 
wltbin the limits of the key ; «. ^. the sevenths on the first and fonrth 
steps in A-TsuL^oT] the accidental minor" intervals are those formed 
through being artifieially lowered, and thus changed from major to minor 
intervals. In the example given above, with the organ-point on A, sneh 
an "aooidentai" minor interval oeenrs in the third and fourth measures : 




where, instead of the nujor seventh ^-yjt, the minor seventh is 
found, as marked by 7i}. 

Hie natural (f{) restores aiqr ohromatieally raised or lowered tone to 
the natural pitch [t. t. its pitch as shown on tile staff without any chro- 
matic sign] ; it therefore lowers tones previously raised by sharps , and 
raises tones previously lowered by flats. The simple sharp (^) , as we 
already know, raises the note before which it stands by a chromatic 
semitone, and the simple flat ([?) lowers the note before which it stands 
by a chromatic semitone. The double sharp (x) raises a tone by two 
chromatic semitones (not, as often erroneously stated, by a whole tone\ 
and the double flat (^i?! lowers a tone by two chromatic semitones. In 
thorough-bass notation the raising or lowering of an interval by two 
chromatic semitones is indicated by writing the one or the other of these 

tigns beside the figure. In the Baoh period the sign ^< was frequently 

employed instead of our |; the double sharp x was used as at present. 
In order to become fsmiliarwith the views of the musieiavs of that pe- 
riod, and to qualify oneself to understand and execute the figured basses 
mthe scores, it is neccssaiy to exandne the disquisitions of 0. Ph. E. 
Bach more attentively. He explains the matter so clearly and condsely 
as to leave little room for error. 
**A written through or set beside flie figure lowers the interval by a 



sodtone,'* ^ 



f 



whenee it is evident that it 



7 ^7 e M 
makes no difference whether the ehromatie sign be placed at the right or 

at the left of the figure. 
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**A \ tiuoQC^ or beside the figure restores the iiiler?el to Ui astiirel 
posltioii.'* 

hardly need to obeenre,** he writes, **thaft this 1{ lowen tones in the 
shaip keys, and raises them in the flat keys.** 



5^ 



r 



6lr «S| tiS 7 

*^Vo strokes, two sharps (= our doable sharp x) or a simple cross 
through or beside the figure, raise the interval by a whole tone;'^ i. e. 
the higher tone of the interval is to be raised by two chromatic semi- 
tones. C. Ph. E. Bach adds, that the sign of two sharps was the least 

frequently used and the most indefinite. 

Two 7I7 or a great i? through or beside the figure lower the interval by 
two chromatic semitones (not by a whole tone, as Bach says); for in- 



"The great writes Bach, "is as yet seldom employed, notwithstand- 
ing its convenience. The signs and , which efi'ect the return to a 
simple chromatic change after a double one, are not so generally em- 
ployed as the correct style of notation would demand. As they never- 
theless occasionally occur they are mentioned here with the rest, in order 
tiiat they may not give cause for alarm.** 

It is also veil to know that smne eomposers of the Baob period wrote 
n 1^ instead of a t| * tone was to be lowered, e. /I to /; and 
drew a Une throngh the figore for the purpose of raising the tone instead 
of nsing a ||. The natnral was tonneily also ealled the **sqnare 
{B0'^uadtaiim). After this eiplanation it will be easy to nnderstand 
what C. Fb. E. Bach says on this head : **One need not be surprised if 
some (composers) use flats and strokes through the figoies instead of the 
gguare B. The various signifieation of the Bqmre here raising a tone 
and there lowering it, may aeeoent for this want of aeeviaey* 9* 




5 



i Instead of sD 



• instead of eH 



SL 



7 instead of 7t) 



6^ instead of oil 
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The diminished fifth , and the minor and diminished seventh , were 
often indicated by a > placed beeide the figure; for which reason C. Ph. 
E. Bach observes: "In the case of the diminished fifth, and of the minor 
and diminished seventh, we are rather accustomed to see them designated 
by a b". 

**The third may be indicated, without u&ing a 3, merely by a chro- 
matic sign»: 

slgnifles signifles dgriifles 



signifles 

jrt 1 „ I 



signifles 



. signifles 



0. Ph. E. Bach niudly writes only « where a tone to to be lowered 
by two ohfonuUie semitones from the nMoml piteh» in ease one flat is 
already present in the signature. Thto ean , in point of faet, be ^ewed 
only with appro?al; the double sign W >> now, howerer, so generally 
employed, flwt it were useless to eontend against the praotiee. 

It to at present so eostomary to indicate the third simply by a |, |^ 
or iij , that it hardly seems necessary to eall spedal attention to the faet 
Nevertheless , G. Ph. £. Bach does not pass over thto eircnmstance in 
silence, but devotes an entire paragraph to it. He also remarks that it is 
better to write the chromatic signs and the strokes (which latter raise 
the tone by a chromatic semitone above its pitch in the key), throxigh 
rather than beside the figures, in order to prevent mistakes and to avoid 
ambiguity where the figures stand near together. 

We repeat, in order to ensure a comprehension of his remarks , that 
our natural was at that time often called a '^square B^, and our flat (t?) 
aground 5" [Be-rotioidufn , a usage of the middle ages from which the 
musicians of the eighteenth century could not entirely free themselves. 

We would here again call attention to the strokes or lines drawn 
through the figures. These suffice, even in keys having nnmerons sharps, 
in cases where a double sharp wonld be required before tiie note itself. 
B. g. 






* 


6 2 



6 4 
5 3 

Va 1 


5 - • 4 
4 3 6 3 


6 7 
4 X 




Pan! 


, Harmon J. 








a — : 

9 





Digitized by Gopgle 



130 



MANUAL Oi JdAEMONY. 



For this example the following figuring might also be employed ; 







-1 — u 






6X 6x 
6x 4 5 - 6x 4 
6253 4 3 & 3 

^-=F — ^ — — 


6 7 
4 X 








w- 





The double sharp always signifies that the tone is to be raised by two 
chromatic semitones above its natural pitch , even where that degree in 
the key is already provided with a sharp in the signature. A line drawn 
through the figure suffices in such cases to indicate the interval, the upper 
note of which is marked by a double sharp (x). 

In the flat keys it is better to indicate the raising of a tone by a na- 
tural (i]) than a stroke. E. g. 




These BignB should be carefully learned in order to prerent mistakes. 
Unquestioned aoonraoy can be attained only through perfect familiarity 
with the variooB keys, (rjf-minor and Z)jt-minor, and also ^-minor and 

^7-minor, shooldbe repeatedly reviewed, on account of the namerous 
chromatic signs in their signatures. Special attention must be paid to 
the figuring of the triads and chords of the seventh in their fundamental 

positions and inversions. 

To ensure thoroughness the learner should write out and figure the 
triads and chorda of the seventh in Z^-uuijor, i^|t-major , Z)!- -major, 
(7 '-major, and the four minor keys given above, and also their inver- 
sions, so that these keys, in which mistakes are often made, may be tho- 
roughly impressed upon the memory. IIauptmann's axiom, that every 
tone has, in the key, a definite position and special signification, should 
always be borne in mind. If this truth be fully recognized, the above 
advice, that particalar attention should be given to these difficult keys, 
will appear natter superfluous nor pedantic. 

The student should notice particularly , that the chromatic signs pre- 
serve their influence until expressly annulled. In thorough-bass notation 
dashes are frequently used to show that the value of the figures is to be 
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-transmitted, «. g, • 



6 - 

5 4 

8 2- 



la the firat measure the 



daslies after the figures 5 4 over the bass-note / signify that 2 and 6, 

the second and sixth, are the same in the second chord. Another custom 
was formerly prevalent which detracted from the clearness of the nota- 
tion. Where several notes of like pitch occurred in succession in the 
basso continuo i. e. fundamental part, or baas,) to each of which a har- 
mony was to be struck in the accompauiiuent, a figure was written over 
the firat bass-note alone when the same harmony was to be employed in 
erery case, and the same harmony was sounded with each baas-note till 
« change was indicated by a difforent figure ; the dadies not bdng wiit- 
ien y as shown in the foUowinir example taken from 0. Pb. £. Bach : 



i 



The sixth is here stmek to the first 



four notes before the entrance of the fifth. 

It is evident, from examples already given, that, where two successive 
chords are indicated by figores over one note, each of these chords has 



half the rhythmical value of the bass-note. E.g. < 





Hz 























which shows the application of the above rule. 

In the case of dotted notes the following rule should, according to 
C. Pii. E. Bach, be observed: ''The harmony denoted by figures placed 
«ver a dot, which lengthens the note, should be struck when the rhyth- 
jnical value of the dot begins; the figures referring to the dotted note, 

<«. y. / ( 6 The figure 2 therefore signifies. 









8, 2 


6 

5 





that on the third quarter of the measure, which is filled by the dot, the 
«hord of the second is to enter. The figure 2 consequently belongs Aar- 
inontcaify to the bass^note cf, and rhffihmkaUg to the dot after the same. 
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A point to be carefully observed in notation is the use of rests, for 
which G. Ph. E. Bach gives this important rale: 

**Tlie bffmoiiy indieated by figmei omt a tAort Test is stmflk to the 
rest, tlie figures belonging to the noiB fallowing : 



s 

8 

8 2 66 r t ^ ^ 



The figures over the sixteenth-rests show the application of the rule. 

The harmony indicated by figures over a lon^ rest is likewise strack to 
the rest, but the figures belong to the preceding note; e. y. 







6 

;^ 6 7 5 


c da_| — 1 > 

5 5 A 
3 3 4 

0 8 7 3 


7 7 3 

5 5 8 
4 3 5 


*• 



or: 




e - 6 5 

4-35^ 36 



in*: 



▼bieh sliowB the eoirecineas of tiie above rale. 

The nnuleiaoB of the Baoh period paid spedal attention to fbe rhyili- 
mieal diviaion of the notes, npon wbieh the position of tlie figures was 
dependent. In this ease also 0. Pb. E. Baoh gives predse, nneqnivoeal 

directions. 

''The figures representing the harmonies to be sounded are arranged, 
according to the valne of the bass-note, as follows: If the bass-note be 
divisible into two equal parts, and have a figure, or several figures set 
perpendicularly, beside [i. e. not directly over, but to the right of] it, 
the harmony indicated by the figure or figures ia to be struck to the se- 



cond half of the bass-note, y. 
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"In eiaa m btit-Bote dlTiiible into tvo equal parta baa tiro ignns be- 
side eacb etber, tbe rbytbmiea] vilne of tbe basi-note is divided equally 



between these latter. E, g, , 



"Where three figures appear beside each other over such a bass-note, 
the first half of the bass- note belono^s to the first figure, which stRnds 
directly above it, and the second half is divided equally between the other 




two fignm. S, g. 



6 5 
4 3 2 



t- 



'^Where two figures are set beside each other over a bass-note baviag 
three equal parts, or, what amounts to the same thing, two unequal 
parts, the first or larger part (= two-thirds) belongs to the first figure, 
and tbe second, or smaller part (ss one-third] to tbe second figure. $, 




6 
4 



**If three figures be placed over such a baas-noto, one-tbird of its rbytb- 
micai valne fisUs to eaeb iignre. E. g. 



4l7 3 X 
5 6 b7 8 - - 
3 - - a - - 



"The above manner of division is the most customary ; any deviation 
mnst be expressly indicated; e. g. 

K 



— I- 



7 
2 



6 - 
S - 



f 



f : ■ 



e — a 
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Here **the liifle dash, whieh often indicates the prolongation of a- 
fignre, diowa the division eleaily.'* 

**In the fbUowing examples half the coUeetiTe value of the hass-notes* 
is allotted to each figure : 

6 4i- 6 4- 6 4 6 4 



^^^^^ 



The sign 4h is the same as 4^, and in this case indicates the augmented 
fioiirth of C, whieh is Flj{, 
hi three-part harmony these examples vonld appear flins : 



i 



6 

6 « 



6 



6 



6 



6 



i 



The figuring ^ was at that period employed, iu free piano-accompani-^ 
ment, as a designation for three -part harmony. Telemann wrote a 

curve I for the purpose of indicating that three-part harmony should be 
employed; which custom is alluded to by C. Ph. E. Bach in the fol- 
lowing words: "A doubled figuring preceding and following this (^) is 
usually a sign that the accompaniment should be in three parts ; if Tele^ 

manns curve be written over these figures j tiiis fact is still more plainly 
shown." 

C. Ph. E. Bach also recommends the employment of Telemann's curve 
if, in case the chord of the sixth derived from the diminished triad be 



used, the third of the triad shonld he donhled. E. g. 



s 



Here the first 6 might be written with Telemann s curve Q. 

A 5 being written at that period, "often for the sake of convenience", 
where \ properly belonged in chords having a diminished fifth , Tele- 
mann also wrote a curve over the 5, where he desired to indicate the 
diminished triad. In case it became necessary to add a chromatic sign 

to the 5, the curve was likewise employed to indicate that triad, e, g. fi?. 
"By this means," says C. Ph. E. Bach, "all confusion is avoided, and 
unpracticed players, who have not thoroughly grasped the science of 
modalation, are delivered out of serious difficulty.** 
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Exercises to be worked out in Close Position. 



Among these exercises may be found some with so-called enharmonic 
ehanpes^ which could have been employed only in the tempered system of 
tuning. These changes are effected by substituting for notes marked by 
sharps, others marked by flats, which latter are identical with the former 
on keyed instruments , e. g. writing IP for or e ^ for r/i*, etc. One can 
thus transform an entire chord written in a flat key into one belonging 

to a sharp key* ^ versa; 0, the ehord fj^ ^ on fbeaeTenfh 
degree in £!r^-minor may, in the tempered system, ». on the piano, 

take this form; fczifcfc:, which is the chord of the seventh on the 

seyenth degree of 2)J(-minor. 

The Btodent is reminded that the ehord of the fifth and sixth , with 
diminished fifth, may be indicated briefly by 5b instead of \\ and that in 
place of onr and to indicate a diminished interval, a Ms often nsed. 
I have, however, employed the sign | instead of m, which has the same 
signification, this change being also made in the printed seoree. It should 
also be notioed that the chord of the second was, according to eircnm- 

stances, indieated by 2, 4i-, 4i}, \ and 4; that the fhird may be indi- 

eated by a ehromatie sign j), ^} without a figure, the ehord of the 
fourth and sixth by a 4 alone, and tlie ehord of the third, fourth and 
sixth oecasionaUy simply by a 6. 



1) 



6 

0 5 



n 6 5b 98 



7 6 

5 b- 



3) 



»8980898fl8 6 
7«7676767« 5 



4) 



7 6 fib 98 98 7>> 



9^ 


6 7 6 5 0 5 0 


-T—r -7- 

% e) \ 


9 8 9 8 
5|r 4b3 4 8 7* fib 




- 1 J 1 J fr>J 







7) 



7 ft 87 6 g) 

76 5b -65 986 6b 5 ' 



^^^^^^ 



6 9 8 

7 6 b5- 4b 3 7 5ft 65? 



"J5> — 
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6ft 2 6 6 



10) 



H 7 6 ;< 5 



11) 



5676 5ft43 6 76 76 



12) 5 4^ 4. 4 

32636 7 3 656 



6 2 6 7 6 



14) 5 4 ft 6 5 4 



32 5b 43b 5676 76 



1^ 





5 *f , 6 ^ 5 _ 7 6 6 5 - 4 » 7 ft JSb 


" 'J a* 
^ *' J «^ 


a. ^ 


6 S 

4 6 


6 


181 ^ « « 
n ft 66b 5. « 7 fi 

- JV J 


] — s*-^-l 

7 6 Sb ,J>7 




9 8 

4 3 7 ( 

—] — r 


^ fi 




^ ' e) ^ 

•20) . fi ^ 

D ;)7 6 


6 8 7 
-JB? — <^ - 





— r 






=3= 




1 








— r— r- 














J U 







23")=;«.iJ..^ 24)<*- 76741- 



M) 4 



67.-. 

6b 4 3 6 7 6 



96) 



6 6^ 



b7 

» 5 



6 5 6 6b 



27) 



6 6 b7 

5b 6 5b 6 5 6 6 5b 



6 
6 



38) 



S 6 



6 



6 6b S 



6 7 6 
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6 2 6 7 6 



30) I'' 
^ 7 • « 5 



7 « 8 • 

5 4 3 7 6 5b fib 



r 



i 



31) 



2LiS J J 



08 98 ^7 61^ 67 0 5b08 • 
7*76S 435 43 76 57 „5b 



It 



Ah 



6 2 « 



b7 



4h 



6 7 » 



3z: 



4)- 
43 



►7 4 

6 5 b 0 7ft 



3z: 



i 



96) 



6 b7 
6 5 5 6 5 



6 5 4 3 



iE 



86) 



b7 

5 



fi 6b 6 5b e 



e 

5 4 » 



2: 



OfOM nl. 



Orffan-pouUt, 

On tha Prime. 7 

7 6b 8 ^ 

1) 5 4 ^7 0 4 5 2) 5 

3 SS423 3 



7 -~ 
6 4 8 b7 6 6 5 
4 2 3 5 5 4 3 













































— a. . 





















5p«Hi. 

The chord marked « should be written wifh fifth and sixth iritiioiit the 
thiid« the fiindaiiieiital being doubled. 
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On the Fifth. 

8) , 5^ 

8 7 4 2 



4) J 

8 2 



V7 6 
3 4 



4 - b7 
2 5 5 















































-4^5 













1— ^ 1 


1 — ^ — 1 




J ^ — 1 


1 — ^ — 1 


I—* ' 







6 parti. 



ModulationM, 



b7 

5 



6 5 
4 *f 



5 pacts. 



3 2 6 b7 



ri-1 — 



7^ 



•75?~ir 



1^ 



6 - 



3) 



4 3 « 



4 

n 2 



4 3 



i 



1 



In this example the figure 4 in the first and fourth bars signifies the 
chord of the fourth and sixth \, which chord is often thus indicated im- 
mediately before the 3, or before a chromatic sign j?, ij) taking the 
place of that figure. 

-^5fl »~^6 4jf ^ 

^ ^- 



» 6b 

5b 4 



b7 ft 

5 s^ 



3 



3 



1K 



6 



6) 



-0^ 



4 3 



7) 6 » b7 6 7 



8") 2 

5 • 7 6* 



3 



±□2: 



6 b- 
« 4 



«) 



4 

2 



b7 5 b 
ft 5 b « 



4 3 




b7 6 9 























HiJ — J-J 


— ( — 


1 — ^ — 1 





1) 



4 5b 

b # 



-a 



2) 6 

5 6 5 



4(. 



b7 



« f 
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•J? 



5) 



I*? 

ob - 



6 

4: 



6) 



« 

5 



0 8 77 ff 8 fl S 

7U 5 4if4ir 



7) 



• 6M , 

5|r 4 3 V 




lis: 



8) 



4. 



* 4^ 



i 6 



4h 



6 7 
- If 



9) 



5 «!J 






















1 4 











7 



lOj 



«b 5 



^ — I— -M 














— • — 












1 — ^ II 



12) 



91 eb 5b 



2? 



4 

1» 



4V 3 



13) 



5b 5b 



41- 



« 5 
4 » 



H ^ 



U) 



6 0 
^7 4 2 r>b «? 5 



161 b7 

2 6 5b 



-4- 



9 8 6b 5 , 16) 
4 b 4 3 b ^ 



4h 



3b 



• 7 
6 S 

4 « 



17) 



7 



7 

6 5 
4 4 



r 4 # 



Cifiiid." " 
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GHAFTER XYH. 
Fussing and Changing Notes, 

C. Ph. E. Bach rightly divides the passing notes into two classes ; for 
ihese notes m either ehord-notes, like those marked x in the following 



sample: 



, or lead from one harmony to 



smother, e. y. 



The latter 



29: 



must therefore in strict harmony progress by steps^ and never hy skips. 
In fignrate passages, especially in instrumental music, a number of pas- 
sing notm mny oeeur in sneeession, at shown in the following passage 



insixteenthrnotes: 



. In gneh eases 



the harmonic progression from the last unaccented note [of the passage] 
to the following harmony on the thesis is to be regarded as that connec- 
ting the preceding chord with the one next following. 

Changing notes, on the other hand , are such as appear in the unac- 
cented put of flie nMMare, and only a semitone or a whole tone al>0Te 
4Hr below tke next following note on the thesis belonging to the haimony, 

\^ I J. I ..1 1 „ ,. J J- J !,J il ' 



3 



e 

5 



4 

3 



i 




in which examples the changing notes are marked x 



6 
9 
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The paaamg and cth>iiging aotes given above are all to a eertain extent 
hannonieaUy prepared; in free eomporition, however, anoh notes mi^, 
more OBpeekUy in instnimental moaie, enter in atepi or skipB without 
harmonie preparation, in case a harmony be present whieh acts as basis, 
and, even if only of short dnimtion, takes in some measue the plaee of 
an organ-point; 0. y. 




In a cappeUatl^ sneh liberties in fignration can, of coarse, not be 
taken. Wherever passing notes may occur, the liarmonic progression 
mnst always be in aeeordance with the laws of harmony. Suoh a pro- 

-f .-4- 



gression as the following ; 



wonld be Jnst as faulty 



this: 



1 



. The same laws must therefore be ob- 



served in the employment of passing notes as in progresrions between, 
simple chords. 

It will now be clear, that in progressions like the following : 



4=^ 



—2?'- 



3F: 



I 



r 



i 



the chords on the thesis contain no changing notes, but on the contrary 
in every instance a dissonance which, entering freely [without prepara* 
tion], finds its resolution on the arsis. In Riohtse's Manual of Harmony' 
this matter of passing and changing notes is, in my opinion, e3q[i]ained hi 
a manner at vaiianee with the principles of the earlier masters. The 
same remark is also applicable in the ease of the so-called passing chords. 
According to his theoiy all chords might be termed passing chords which 
appear on the arsis, and connect one harmony on the tiiesis with another 
on the next thesis. 
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It 18 undoubtedly simpler, and more condnoive to llioTOiigluieBS in the 
study of liarmonj, to take each chord individually into consideration in 
its relation to others; respecting the accent, the position of the chord 
may then be settled, according as it falls on the thesis or on the arsis, in 

conformity with rl^thmical rules. Even in the harmony of an organ- 
point the chords cannot be briefly disposed of by calling them "passing 
chords" ; each subsists by itself, and fills its peculiar rhythmical position 
in the composition. 



CHAPTER XVIII. 

Organ-poinU 

The organ-point usually enters on the thesis. By its close on either the 
tonic or dominant the key is firmly established. 

As remarked above, the organ -point generally lies in the bass, al- 
though sometimes found in the soprano, or in the middle parts ; in later 
instrnmental music it is oven occasionally based on the third. These 
latter forms may, when the product of true inspiration, be extremely 
effectire; the learner will nevertheless do well to be very cautioiis in 
employing the organ-point in the soprano or middle parts. 

The following are examples of such organ-points: 
On the Tonic: 




On the Fifth: 


















^ ^ f rf 


^ 

i L ' 














Br > r 




..m 


















\ ^ \ 





Digitized by Google 



MANUAL OF HARMONY. 

In the Bliddle partB on Prime and Fifth : 




Orgau- points of high pitch, with a succession of harmonies below, 
have come into fnror doling the modem development of instramental 
mnsic; in the Baoh period the organ -point in the ban was generally 
employed both in voeal and instramental eompoeitlons. By the Freneh 
it was also nsnally employed in the latter manner , and was in most 
oases treated by them, and by the Qermans as well, like a ^'iaUo toh* in 
aeeompanying. The following example, marked ''ftomi tforyue/* is firom 
Bamekv: 









— — 1 — 






m 





4 

2 



5 
4 

2 



8 
5 

3 



C. Ph. E. Bach gives examples of organ-points, which so frequently 
occur in his father's works, in three, four and five parts, as shown below : 

ttj In three parts. j | 



J i 



4- 



8 



7 
S 



e - » 

5 4 4 



I 



6) In four paita. 



-r 



B » — * 7 b7 6 57 

6 4- 6 5 7 .e-5-448 

4 4, 8 2 - ?7 4 4 3 8, 5 4 4 8 3 2 8 



r 



r- 
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e) In llTe parts. 



FtfOu, 



6 
4 



7 b7 6 

6 5 5 

4 3 3 

2 2b 8 



T 

4 
2 



P 



tf) In four parts, in minor. 



I III 



6 
4 



^ 7 - 
9 8 6 - 0 5 
4 tf 6 4 C « 




CHAPTER XIX. 
Syncope, MetardaHmh JMeipaUan and Jfiet-aiHklnff* 

Antieipalloii is ilie adraiieiiig of one or more peitB compodDg s her- 
mony before tiie rest; wlueli part or parts would, if all the parts pro- 
gressed simiiltaneoiisly, enter later. Through the employment of anti- 
eipation, and also of retardation, the syneopated form of harmony results. 
Syncope eonsists in binding an arsis to the following thesis; «. the 
simple saooesslon of sixths : 




would appear in syneopated form thus : 















1 




m — f-4-p — 




1 — « ii 



Digitized by Google 



MANUAL OF HARMONY. 



145 



or in thirds: 



rffff 




synco- > I 

pated . 



Here the syneope arises from retordation. If the following simple foim 
be taken: 




I 

the harmony would; by employing anticipation, appear thus: 




or as inverted : 



T 



I 



r 



r if 



^^^^ 



Or with chords : 



6 # 



with anticipation of the 



bass: 



i 



. Or with anticipation of 



P'- |j J r+r r J 



2: 



the chords, the simple form being : . 




221 



3z: 



3z: 



10 
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After-striking is precisely the reverse of anticipation in the bass ; for 
instance, the above example in minor woold appear, with after-Btmck 
bass, as follows: 



^ ^ II L 



-1 i- 



The celebrated nnison passage in BEETH0^'EN'8 Leonore Overture No. 3 
is often taken as a model example of after-striking, and may, althoogh 
universally known, be allowed a place here. 



t 



32 



— « — ^. \-*'\0' — «i ^; f-^ 

4 niisn3^-^ ^ 



[]i t^i U 



^-ii-^ 9 — I 




9S 



:X=X 



I 



4 J I — 



^^^^^^^^^ 



3z: 



5 



^ etc 
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CHAPTER XX. 



Oti Harmonizing a Melody, or Caniua JFirmua* CSi^oral 

CompoHiUMU 

Although the following remarks belong, in point of fact, to a work on 
counterpoint, a few hints as to the proper treatment of a ohoral-melody 
may be not unwelcome to the student. 

Scores for four-part composition are , at the present time , generally 
written only in the (7-(violin) clef and F- 'bassl clef. For those desiring 
to diligently study the works of See. Bach or G. F. Handel, facility in 
the employment of the other clefs is, however, indispensable. Where the 
tenor part is written in the violin-clef it should be remembered that the 
notes sound an octave lower than they are set. 

If we at first nse only the violin and bass-clefs , the comprehension of 
the liiniKmic treatBMnt of a eoniut JImm may be attended wiHi fewer 
diffieoltieB for the stadent. 

If a mdody, or eantu* firmtUy marked C,f., be given, e. g. 







a ■ 


r— 1 




— — 








— 































the ban may be set to this melody in various ways. By employing only 
triads in the fundamental position, the bass wonld take this form: 



1 



c. f. 



3z: 



C: I V I ^ I V I 

The addition of the middle parts offers no special difficulties to one 
practiced in four-part harmony, e. g. 
0. .f 



31 



^ ^ c^— — 

















— * — 




a 


— <s>-— 














— * — 



22=: 



C; I V I IV I V I 

10* 
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As however not only triads in the fundamental position, but also their 
inversions, and besides these the chords of the seventh and their inver- 
sions, may be employed, we need not hesitate to make nse of this richer 
material. By adherfaig to a dig;nified diatonic style there need be no fear 
of oMaininir too great harmonio variety. The woi^ of Bach plainly 
show how infinite a variety of harmonic changes may be employed with- 
out in the least overloading the composition. 

In simple style, bnt nsing the inversions of the chord in harmonidng, 
the example wonld appear (emptoying the soprano, alto and tenor-defs, 
and marking the degrees in the key) as follows: 



c. f. 



£ 



-9- 



-9- 



-9- 



2e: 



— 



6 

I 



C: I 



IV 



5 



If the eanfutjirmut begin on the third: 
0. f. 



■%/ — ^ 



3: 



1* 



i 




— ^ 



3z: 



or: 



6 6 
4 5 



8 7 



ISC 



T — ja II 



±± 



0: I 



IV C: V 



I I n V 

<7t lY O: 



By taking ^ in the fourth measure instead of /, in the bass, modnla- 
tion is avdded. 
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In minor: 



i**^ g 

U — 



i 



r9 — ^ 



_^ — 



#2 



8 



4 
2 



6 « 



j2_ 



3: 



i 



o-minor: I 



IT 



C.f. 



3C 



3= 



IBL 













St 


1 — — 1 









































7 
4 

6 3 



ft 

4 
3 



6 

5 



8 7 































^ 1 ^' 










— dP — 


r-» 1 


1 A. 1 







y-minor: I lY IV 



II 



1 — tit-TV — 












0 ' 




LA 






— 1— 
























-#z 



I 



5^ -2? 



6 6 



7 - 



IS 



6 - 



4 4 
3 3 



6 
4 



8 7 



3: 



ft-minoT: I I II Y 



VI lY IV n 
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The stadent, who has already had practice in writing the hSumonies to 
figured basses, should now harmonize melodies set in the soprano, taking 
eare to secure a melodious not too monotonons] leading of the bass. The 
following melodies, each of which is to be set in the soprano as can ins 
JSrmus; may serve as a preliminary exercise to harmonizing the melodiea 
of ohoials. 

In major: 

n . . 







,,/* 


a... 




" (g ■ 














1 lt 


" F: I 




I 




n7 


V7 


VI 


IV 


i« 


IV 


i2 


V87 


I 



The rest should be harmonized without assistauce. 



2) * 



G'—T—^—r-^—r-^ 



1) 



1^ 



is: 



3?: 



^1 



i 



6) 



1* 

6) 



;S 1 



13: 



Ib minor: 



ry~~r 



8) 



9) 



pi 



3z: 



1^ 



3e: 



=^hb — 


1 ^-i 
















I— 






18-^ *' - 
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Hannoilie eierdses requiring fhe eatUus JtrmM-to be set in one of ihe 
middle parte are to be undertaken only after two-part eontrapuntal oom- 
position has been stndied. The ezereises jnst given are intended merely 
to prepare the stadent qniekly for harmonizing ehorals. Intelligent pupils 
viU be able to perform this even irithont fhe aid of these exerdaes; so 
many choral -books are to be obtained that it is scarcely neeessary to 
treat of the simple harmoniziDg of chorals in a Manual of Harmony. The 
student who has had sufficient practice in harmonizing figured basses 
will do well to take up a good book of chorals, to analyse the harmonic 
stmctnre of some of them^ and then to harmonize the melodies indepen- 
dently . 

The tigur.ition of chorals does not come within the scope of this work, 
but belongs to Counterpoint. 

Among the later choral-books to be recommended, that in use in the 
Evangelical Churches in Prussia, by Carl IIeinrich Sam ann, (Leipzig, 
Breitkopf und HSrtel) deserves special mention. Besides this volumiuoiis 
and well- arranged work, the careful harmonizing of which is particularly 
noteworthy, that by Alfred Durffel (Leipzig, Edition Peters) may, 
on aeeovnt of the pure and simple style of ito harmony, be warmly recom- 
mended to stndento and teaehers alike. Organists will, of eovrse, study 
the eompositions of Rinok, FnoaBB, SomoHT, eto. It is the duty of 
every musician to study Job. 8eb. Bach's 371 fonr-part ohoral-songs 
(Leipzig, Breitkopf und Hirtel, iburth ed.) . The routine aequired through 
flie thorough-baas ezerdses, and an understandmg of pure harmony, will 
enable the stndent to Judge of tiie freedom and occasional harshness of 
Baoh*8 style correctly, and to fully appreciate the beautiea in the melodie 
progression of the parts. The remarks made above on the subject of 
passing and changing notes will render an explanation of many such pro- 
gresnotts easier. 

We have reached the end. May this Manual of Harmony prove useful, 
more especially in preparing the stadent properly for the study of Coun- 
terpoint. 
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Note I. The range of musical tones, upward or downward, is limited 
only by the capacity of the ear for distinguishing the separate tones. 
The impressions made upon tlie sense of liearing are analysed by the 
science of acoustics, and are divided into two classes, noises and tones. 
Both are created by vibratioiis imparted to the atmosphere, and trans- 
mitted by the aame to the ear. The most emineDt soientiBt of the pre- 
sent day in the province of acoustics and physiological investigation, 
H. Helmholtz, who by his work on "The science of the perception of 
tones" [Die Lehre von den Tonempfindungen , fourth ed. Braunschweig, 
Friedrich Vieweg und Sohu, 1877] has earned the thanks of every thiukiug 
musician, and has laid a secure foundation for the theoiy of music, ex- 
plains perception by the ear as follows: **The irregular and changeable 
character of the impressions caused by noises leads us to the conclusion, 
that the vibrations of the air in such cases must also have an irregular 
and changeable moTement; that musical tones, on the contrary, are 
caused by regular, constant vibrations of the air, which must, in their 
turn, be generated by precisely such regular vibrations of the body ori- 
ginating the tone , wliich vibrations are transmitted to the ear through 
the medium of the air." 

The swinging of a pendulum is called a periodic moTcment, this move- 
ment bemg repeated at regular intervals. The movement imparted to 
{he air by a tone-prodadng body is likewise periodic, hut so exceedingly 
rapid as scarcely to be compared, in point of velocity, with the slow pe- 
riodic movement of the pendulum, which can easily be distinguished by 
the eye. The periodic movements of tone -producing bodies are named 
vibrations, and "the equal divisions of time elapsing between repetitions 
of like movemeiits are termed the periods of vibration." 

As noises are distinguished fiiom musical tones thiongh a diifercnt 
manner of movement, the distinction between tones and notoes is, accord- 
ing to Helmholtz. to be defined as follows: "The sensation caused by a 
tone is produced by rapid periodic movements; that caused by a noise 
is produced by imperiodic movements.'' 
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Mv^eftl tODM may be daaaed aeoording to intendtj [loudness] , piteh 
and quality. The intensity of a tone depends upon the amplitade of the 

vibrations of the tone-prodncing body [aH other oonditions being eqnal] . 

It is easily to be seen that the vibrations of strings are strongest at first, 
and that as they decrease in breadth the loudness of the tone also de- 
creases. It is likewise obsen able, that ou retreating from a tone-prodiiciug 
body in the open air the sound loses in strength. "But, as at a distance 
only the amplitude of vibration of the atmospherical atoms is changed 
[diminished] in the character of the ah^-wayes, the budneu of the sonnd, 
bat no other characteristie of the same, must be dependent upon the am- 
plitude of vibration." 

''The pitch of a tone depends upon the length of the period of vibra- 
tion, or, which is the same thing, upon the number of vibrations made 
in a given time ." aud the quality of the toue depends upon the fomi of 
vibration. Each orchestral instrument has its peculiar form of vibration. 

The pupil should now memorize the designations of the musical tones 
[aoeording to absolute pitch] in the Tarions octaves. 

The lowest octave is: 

1. The double contra-octave, also called, with reference to the organ, 

the 1^2-foot-octave, because its lowest tone, C„, requires for its produc- 
tion an open pipe feet in length. Its separate tones are designated, 
in letters: C„ D„ E„ F„ G„ A„ B„\ aud on the staff as follows: 




The next octave above the preceding is 

2. The contra-octave (lO-foot-octave of the organ). 



= = 5 ^ * 

zx ^ ^ 

C, D, E, F, O, A, B, 

3. The frst or ffreat octave (8-foot-octave of the organ' 



— _ ^ ^ u ^ " " 

C D B F G A B 

4. The second octave (4-foot-oetave of the organ). 
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5, Tbe third octave (2-foat-oetaT6 of the organ], flie lowest tone of 
which, e\ is called *^ddle C." 




c' d' e' f g' a' b' 



6. The fourth octave (l-foot-octave of the organ) . 

— ^ Mi ^ ^ — 

-^j •s^ — — 

^ f* f r 

7. The fifth octave : 




c'" d'" f" 9".' a'" V" 

8. The sixth octave: 




d"" ^ f" <£^ 

Note II. Diatonic and C/ironuiiic. Both these terms arc taken from 
the Greek. Diatonic is derived from oia throuyh and tovo; key [mode], 
and therefore signifies that wldch goes through tiiewhole key, t. e, what- 
ever is to he found within the Iknits of any key. In modem music flua 
expression denotes the nonnal relations subsisting between the tones found 
in the m^jor and minor modes. The term chromatic, .from the Greek 
word XP"*[^* color, is used to designate all such relations between the 
tones as are created through, an artificial raising or lowering of the same. 
Jb. Oscar Paul's work on "Boetius and the Harmony of the Greeks" 
(Boetius and die Harmonik der Griechen, Leipzig, F. £. C. Leuckart, 
1872) may he found a Aill description of the diatonic, chromatie, and 
enharmonic modes of the Greeks, and also of the ekromadet (xpoai) of 
Claudius Ptolemaeus. 

Note rn. "The greater the number of vibrations, or thfe shorter the 
period of vibration, the higher will be the pitch of the tone produced". 
Within the period of vibration the movement may take any form what- 
ever, and, if the period of vibration of two tones be alike , they will still 
be of the same pitch. Experiments with aconstic instroments (Mono- 
chord, Sirene) have established the following proportions [for the vibra- 
tion of the various tones of the scale as compared with the prime] : 1:1 
nnison, 1 : 2 octave, 2 : 3 fifth, 3 : 4 fourth, 4 : 5 migor third, 5 : 6 minor 
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third. From these proportiims fhe period of Tihrstion of eaeh tone in 
the major seale, as compared with the tonie, may be dedneed: 

C: D E: F: a A: B : C 

A comparison of the separate tones with one another gives the fol- 
lowing proportions: C: Z) rr= S : 0, D : ^ = 9 : 10, ^: /*= 15 : 16, 
F'.G=h:^, a : A = {) : 1 0, .-f : /? = S : 9, : C = 1 5 : 16. 

For wliule tones tliere are coiiseciucntly two different proportions; the 
gretUer whole tone interval between the first and second, fourth and fifth, 
and sixth and seventh degrees ; and the Uuer whole tone interval between 
the second and third, and fiflh and sixth degrees. The proportion for 
the diatonio semitone is in every case the same, namely 15 : 16. 

The proportion for a chromatic semitone is fonnd by subtracting a 
diatonic semitone from either the greater or the lesser whole tone inter- 
val. This gives in the former instance the proportion of 128 : 135, and 
in the latter the proportion of 24 : 25. E. y.\ in C major we have the 
proportion C : Cjt = 128 : 135 ; and 2) : = 24 : 25. As the greater 
and lesser whole tone intervals diffi»r from each other by 80 : 81, the 
greater and lesser chromatie semittmes differ by the same proportion. 

The proportions between the several tones in the minor scale are found 
in the ?ame manner: for the augmented second between the sixth and 
seventh degrees we have the proportion 64 : 75; the proportions for the 
entire scale would appear as follows : 

A: B : c : d : c : f : g% a 

According to Scueiuler the tone a makes 440 vibrations iu a second 
of time ; in the following table fhe number of vibrations made in a second 
by each tone in fhe entire range from to h"" is given: 

Ci 33 Di 37,125 Ei 41,25 i\ 44 (/j 49,5 55 61,875 

C 66 D 74.25 E 82,5 F 88 <? 99 A 110 S 123,75 

c 132 d 148,5 e 165 f 176 g 108 a 220 6 247,5 

c' 264 d' 297 e' 330 f 352 g' 396 -a' 440 h' 495 

528 d" 594 <* 660 f 704 792 a" 880 V 990 

105G d'" 11S8 t'" 1320 f" 1408 f 1584 a'" 17G0 h'" 1980 

d"" 2112 <i""2376 «""2640 2816 ff"" 3168 o"" 3520 6"" 3960 

Note IV. The pure and tempered eyeteme of harmony. On this sub- 
ject two excellent articles by Moritz Hauptmann, entitied "Klang" (mu- 
sical tone) and ''Temperatur' temperament), in "Cheysander's Jahr- 
btlchern fiir musikalischo Wissenschaft," ('Leipzig, Breitkopf und Hartel) 
'more easily obtainable in Hauptmakns "''Opuscula,'* Leipzig, F. E. C. 
Leuckart, 1874 contain all necessary information. The principal points 
are here presented to the student in condensed form, with the lud of the 
Pythagorean system of music. Fuller explanations may be found in 
the work of Hm^iraoLTZ (p. 433 etc.)* 
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In tiie Pythagorean Bystem ve find only perfect fifths; firom Cnpwaida 
fheae wonld be: 

These fifths can be set together within the compass of an octave by pro- 
gressing upward two fifths at a time, setting the fifth thus reaehed an 

octave lower, and then repeating the operation, beginning each time 
with the fifth last lowered. In figures this proeess wotdd appear thns : 
•IXfX^^f; and the final result thus : 

C D E F% C4 J!i 

1 I 'X)' (f)* (*)* (li^ 

The series of perfect fifths downwards is : 

C-F'£?'-M?'-A?'D^-G?- C?-F?-B^':^-Ai?-D??. 

These fifths may also be brought into juxtaposition within the compass 

of an octave, by progressing downward two fifths at a time, and setting 
the notes reached an octave higher, which gives the following result: 

C B? A? d? F9 Ei? 

1 f (-1)^ (1)^ (f)* (^Y 
For Uir? the proportion (|) « = -Iffl H , /• e. | X ^IHIt' con- 
tracted (|-)6= is obtained; and for Jfjj the piopoitiou ^^ '^ = 

The tone B% is therefore higher than the octave of C by the inter- 
val f j according to the calculation by perfect fifths ; and the tone 
is lower by the same interval than the lower octave of C. The same pro- 
portion holds good in all the so-called enharmonic differences of the 
Pythagorean system, the pitch of tlie toues obtained from the ascending 
succession of fifths C-G-D etc. being byJJ higher than that of those in 
the descending sneeesrion of fifths O-F-^ ete. 

If we set C K = and apportion the stight deviation of ^ 
equally among the 12 fifths in either succession, the deviation for each 
fifth becomes so small as not to be noticeable in our keyed instruments 
tuned according to the tempered system. "The fifth in the system of 
eqnal temperament may be expressed very nearly by the figures |X ff^. 
The employment of this fifth instead of the perfect fifth can in very few 
cases be regarded as objectionable," writes Helmholtz. The fourths in 
the system of eqnal temperament are | X 3 li> Acoustic experiments 
have proved, that **the perfect consonances, tiie proportions of which are 
alike in the Pythagorean and modem systems of pure harmony, are not 
impaired to a serious extent by the equal temperament." The interval fff 
is very near the limit of perceptible difi'erences in pitch, in the melodic 
progression of tones. According to Weber's experiments the extreme 
limit is, with practiced violinists, Helmholtz' experiments show 

that still smaller dUferences are made pereeptible through the pdsations 
caused by the sounding together of two tones of unequal pitch. 

The thirds and sixths of the system of equal temperament are nearer 
the true pitch than those of the Pythagorean system: 
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Tempned. 



Pythagorean. 



IfiJoT Third f 

Minor Sixth | 

Minor Third | 

Major Sixth ^ 

Semitone 4- 



This proportion SO : 81 is of great moment for a correct apprehension 
of the system of harmony. Precisely this proportion marks the difference 
between the tones obtained by the series of fifths, and those obtained 
through the addition of major thirds [compare Note IXj. Helmooltz also 
conaiders this proportion of special importance, and mentions, with refer- 
eoee to the same , the tnalyses of Hauptmakk aa aaflioritatiTe. He 
writes: *'The only correct system of hanoony is that whieh follows 
Hauptmank'8 method in marking the distinction between tiie tones ob- 
tained by fifths and those obtained by thirds." 



Hauptmann s theory for tuning a pianoforte according to the system 
of equal tem{)eranient is, that a compromise should be effected between 
the third, and the fourth tone in the series of JijUs, between which tones 
the aetnal proportion is 80 : 81 . ["The method employed to avoid getting 
into the higher oetaves is the following : to the seeond Jt/tA in the series 
the lower octave is tuned, and then, from this lower tone , the third and 
foni*th JiJVis ; the lower oetave of this last Jiftk being set as tMrd of the 
tonic (starting) note, e. ^. : 



It is evident that all these Ji/t^ are to be held a trifle lower than the 
perfeet^M." Paul, History of the pianoforte (Gesehiehte des OlaTiers, 
Leipilg, A. H. Payne, 1868, pp. 23 — ^24.)] 

The eonsonanees in perfect harmony are ordered by Hzuiholtz, in 
respect to euphony, as follows : 

1. The most perfect consonances : octave, twelfth, double-octave. 

2. The perfect consonances: perfect fifth and perfect fourth, the 
fourth being less agreeable than the fifth. 

3. The mediate eonsonanees : m%|or sixth and nu\)or tUrd. 

4. Imper^Bct consonances: minor sixth and minor third. 

Ifote V. The so-called harmonic overtones embrace , among others, 
those constituting the major triad. The ear perceives, by listening atten- 
tively particularly when aided by an ear-trumpet or resm-ator) not only 
the lowest or primary tone, but also a number of higher tones, which are 
named "overtones". 

Taking c for example as primary tone, the following tones may like- 
wise be heard : ^ 





1 



2 S436789 1U 
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Each of these is to be regarded as a partial iotUf as a component part 
of the compound tone which we call c. 

The quality of a tone is most agreeable when only sneh lovertones as 
are eonaonant to the primary tone are distinctly audible. An nninter- 

mpted succession of such consonant tones is found np to the sixth partial 
tone. The fonrth, fifth and sixth partial tones form the major triad. 

If a resonator having an individual tone, [i. e. vibrating when a par- 
ticular tone is sounded], for instance c", be employed, this tone is heard 
when the notes c', /, c. A7, F ov Care sounded on a musical instrument. 
In each of these cases tljie resonator answers to the vibrations of one of 
the overtones pecnliar to the tone sounded. It Is therefore evident, that 
six oonsonant undertonet are also present, and that the fourth, fifth and 
sixth of these collectively constitute the minor triad. Rameau, [b. 1683] 
had already taken the major and minor triads as a basis in his resear- 
ches, and since that time an immense amount of preparatory experi- 
mental work had been done ; to the Berlin scholar, Helmholtz, the praise 
is due for having penetrated, sifted and arranged this mass of material, 
and for enrlehhig the same by original hivestigstions of the greatest 
value. His work, *'I)ie Lehre von den Tonempfindungen'*, should be stu- 
died by every thoughtfid mudeian. We should overstep the bounds of 
this manual were we to pursue the subject of acoustics further. Only 
such points as stand in close connection with harmony can be touched 
upon. The investigations concerning the tones of combination [Combina- 
tionstdne] , the first species of which , named by Helmholtz differential 
tones [DifferenztOne], were discovered hj Soboe and Tabtini in the last 
century, and the second speoies, called tones of summation, [Summations- 
tone] , were discovered by Helmholtz, are therefore to be sought for in 
the above-named work. It may nevertheless be noticed here , that the 
number of vibrations made by the differential tones in a given time is 
equal to the difference between tlie number of vibrations made by the 
[two given] primary tones ; and that the number of vibrations made by 
the tones of summation is equal to the sum of the vibrations made by the 
primary tones. 

Note VI. This idea of the opposition of the fifth to the tonic was a 
favorite theory of Hauptmann's. Perhaps the clearest explanation of the 
same is to be found in the first chapter of his ''Science of Harmony" (Die 
liflhre von dor Haimonik, Leipzig, Breitkopf nnd Hftrtel» 1868), a post- 
humous work edited by Dr., now Prof., Oscar Paitl. For the student 
having a full command of the German language this work will also serve 
as an excellent introduction to Hauptmann's principal work, "Die Natur 
der Haimonik und der Metrik". Tramlator's Note, 

Vote vn. The proportion 80 : 81 eiists between the fifth of the triad 
on the second degree in major, which I have named a diminished triad 
of minor character, and the perfect fifth of a miOor or minor triad. The 
key of C-mi^or : 
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D/F a C t G h D F 



contains tlie triad D F-a on the second degree. We obtain a perfect fifth 
by formiu<,' tlie triad D-ff-A, taking' 7) as basis ; if the interval D-a be 
perfect fifth, it must therefore a be equal to D-A. In the ascending series 

of fifthB I y H«^^ fourth fifth. A, appears in proportion to Fs^B 

81:16. The major third of F, or o, which tone is likewise the Mh of ^ ' ^ ' /£, 
the ti'iad D/F-a, stands in proportion to /''as 5 : 4. ^ set two OCtaTOS 
higher, beside A, gives X 1 = = ^l- Consequently a is somewhat 
lower than A ; this latter being, however, the perfect tittli of D, it follows 
that a is not the perfect fifth of I). The diflference is, to be sure, a very 
slight one, a: A: : SO : S\j but nOTortheless perceptible. Because of 
tiiis differenee Hauptiiabn maintaiDB that a progression like the follow- 
ing, with the addition of a dissonant tone : ^ " ^ .^ ^-^ is allowable, 

in sj^te of the parallel fifths C-O tad D-a, if it be eonoeded as a general 
fole that a dinloished fifth may follow a perfeet one. This fifth of flie 

triad on the second degree in miyor is, however, scareely sufficiently 
diminished for such a progression; which the musician, .at least, mast 
regard as inharmonious, even if 'theoretically] permissible. It should 
also be remarked, that tlie interval B/F has not the proportion 5 : B of 
a minor third ; for D, as the second fifth above C, has the proportii>n 
of J, or, when set two octaves lower, | x i == ; F, as the fifth 
below C, has the proportion |; consequently the proportion between 
D and F is 27 : 32. This proportion of |f is known as the Pyflugoxean 
minor third. It is found in Abchttas* syvtom of tetrachords in the chro- 
matic mode, in which the proportions were : |if X ^ X |4 — 4- 

Note VTII. Tlie terms j>la(/al and authf-ndc were already often em- 
ployed in the Middle Ages. They were also used by the Greeks in much 
the same sense as in the church-modes ; auUsvtixo; = authentic ; tzIA^iq^ 
= plagal, as the opposite of authentic, derived from t& vXaYoc or to 
irXa^^^' ^ ^ Boric word, from whidi the Latm ptaga is also 
derived. By these terms the manner of dividing the octave into two 
parts, a fifth and a fourth was designated. If the fifth lay below the 
fourth, this mode of division was called authentic; if the fourth lay below 
the fifth, the division was called plagal. E. g.: 

c d € f g a b o' with the division c-y-e' 
was an authentic mode ; and 

cdtfgahe' with the division e-f-e' 

was a plagal mode. 

The so-called church-modes are explained at length in Oscar Pai'l's 
"Absolute Harmony of the Greeks" [Absolute Harmonik der Griechen, 
Leipzig, Alfred Ddrffel, 1S6G] according to Sethus Galvisius. It will 
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snffice here to give merely the modes themselves, with the observation, 
that in the Middle Ages the word modus [mode] was used for key. They 
axe here presented according to the arrangement of the eminent theore- 
tician Zablino (16*^ century). Upon these modes are based the compo- 
sitions of Palestrina, Ori.andi's Lassu!?, and Giovanni Gabrieli ; the 
scores of these old masters are incomprehensible to one onacqaainted 
with the church-modes. 

A distinction was made between the regular and the transposed systems. 
The regular system had no being formed with the aid of the so-called 
S^-^mdratum, eqniTalent to onr On tiie other hand, the transposed 
fliystem had not tiie Be-quadrattwi , bnt the Be-roiundumt equivalent to 
our b^. These terms, "square i5" and "round 5", were still employed by 
0. Ph. £. Bach. The modes may now be exhibited as follows: 

A. Regular System. 
Amhentie Modes. 
Ionic Mode: c ^ e ^ g a h e' 
Doric Mode : defgahei 
Phrygian Mode : ^ Ij^^ ^ 
Lydian Mode : / y « * 
Mixolydian Mode : ^ a h c d e' 

Aeolian Mode : a h e* d! e / g a* 

Plagal Modes. 

^ypoioni6 Mode : 0^A£^ d 
Hypodorie Mode : A S e d efg a 



Hypophrygian Mode : Beds f_9 ^ * 

Hypolydian Mode : c d e f g ab c • 

Hypomixolydian Mode: defg ab c ^ 

Hypoaeolian Mode : 0 f g a b e d^ 0 

B, Transposed System. 
Authentic Modes. 

lonie Mode : /^fT^V'^fTf' 

Doric Mode : g' ^b^ c^ ^^e\P^^ 
Phrygian Mode : e' f VfT^ a* 

Lydian Mode: b? J dl ^ ^ ^J^^ 
Mixolydian Mode : e a ^Tc" 

Aeolian Mode: iT / g' ^T^fTd' 
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Plagd Mode*. 

Hypoionie Mode : c d e / g a c* 

Hypodoric Mode : d e /y a b ? c' d' 

Uypophiygiaii Mode : « /j ^ tff£j^* 

Hypolydian Mode : fT^^' U^JLL^* 

HypomixoIydiiD Mode: g e* <f e f g 

Hypoaeolian Mode : a b? c ^ e f g a' 

Brt'itkopf iiiul Iliirters edition of Pai-fstrixa's works offers the student, 
by moans of practical examples, the greatest advantages for studying the 
manner in which these modes were employed. It should be remarked, 
thAt in the 16^ oentory the pitch of tntomUion of the various composi- 
tioiu, whieh were written in either tlie regnlar or the transposed system^ 
was left to the discretion of the leader of the choir. At tiie same time 
attention should be called to an extremely meritorious and Taluablo work: 
"Old German Song-book. National Songs of the Germans, both words 
and melodies, from the twelfth down to tlie seventeenth century." [Alt- 
deutsches Liederbuch. Volksliedcr der Deutschun nach Wort und Weise 
aus dem 12. bis zum 17. Jahrhundert. Gesammelt und erlautert vou 
Franz M. BOhmb. Leipzig, Breitkopf nnd Hflrtel, 1877]. From this 
work alio the student may learn the manner of employiaif the ehnreh- 
modes ; at the same time he will recognize , that this system of musie 
was well adapted for the eqpres8ioii%»f deep and fervent emotion. 

Hote IX. From previous explanatory remarks the student will have 
gained a correct general idea of the systems of equal temperament and 
of pure harmony. For more (s.xtended computations, requiring a com- 
bining of the major and minor modes, it becomes necessary to employ 
HfiLMHOLTZ's system of alphabetical notation, and to collate A. v. 
Obttinobh'8 wm^: "The System of Harmony in its Doal Development*' 
[Das Harmoniesystem in dnaler Entwiekeliing. Dorpat nnd Upsig, 
1866]. For the practieal stady of harmony Hauptmann's formula, 
which exhibits the minor mode as entirely independent of, and not as 
derived from, the major, is better adapted. Either method may be em- 
ployed, according to the object in view, as soon as the mathematical rela- 
tions of the tones are firmly fixed in the memory. In order to clearly 
exhibit the distinction between the nugor and minor modes in the prac- 
tical oonrse of haimony, I have elioaen Haiifticann'8 formula. After 
thoroughly mastering tUs system, it will be easy for the student to learn 
that of HxLHBOLTZ fornse in the mathematical analysis of problems in 
acoustics. 

A treatise by M. W. Drobisch, written with the penetration and sci- 
entific thoroughness peculiar to that author, was published in 1877 as 
an '^Abdruck aus den Berichten der math.-phys. Classe der Kuuigl. 
Siehs. GesellBehaft dor Wissenschaften**. It is entitled: *'0n pure hai^ 
mony and equal temperament*^ [Ueber rdne Stimmung und Temperatur 

Paul, Hanunqr. 11 
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der Tone]. The libors of this eminent and honored seholar hm yielded, 
in the department of mnaieal aeience no less than in othen» rendta, of 
which the aecnracy is nnquestionable. Below is quoted as mueh as ap- 
pears necessary for attaining the end proposed by this mannal. 

M. W. Drobiscu denotes the perfect fifth by Q, and the major third 
by 2\ Q = |, and 7'= J. By employing these two diflferent values for 
determining the tones eontained within the compass of the oetave C — c, 
two series of tones resnlt, as given below. 
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Taking both these series into consideration M. W. Dsobisch gives the 
ezaet fomnila C, D, F, G, A, B, c for the seals of C-major, in which 

<*A8, in these two series, the tones having like oameB dilTer from eeeh 

other hy a syntonie eomma (f^ = -^^y it is impossible, so long as Q 

represents the perfect fifth \, and T the m^or third |, to attribute 

to these like-named tones eommen period of vibntton , and thns to 
rednee the two series to one. It might, however, be possible to find 
yalnes for Q and T whidh wonld differ imperoeptibly from the tme valaes, 

and through whieh flie equation ^ = 1 conld be obtained, by whieh 

means the differenee between the tones having like names would dissap- 
peai% the yalnes of the tones in the two series beeoming equal. K we 
call these nearly perfect fifths and thirds (mptredt there are three seyeral 
ways in whieh the equalisation of the two series may be brought about. 
The fifth may remain perfect , and only the third be tempered ; or the 
fhird may remain perfect, and the fifth be tempered ; or both fifth and 
third may be tempered'*. 

These various cases were carefully investigated by M. W. Dhobisch, 
and the results of the dififerent methods of temperament arranged in con- 
venient tables. ThiB highly interesting exposition is of no mean value to 
the mnsh^, as it leads him to reeogniae what degree of delieaey human 
perception can reach; for although these subtile distinctions could not, 
hi earlier times, be expressed with such mathematical precision, correct 
perception led to the practical result of constructing keyed instruments, 
whose mechanism permitted the employment of a more or less complete 
system of temperament. 

The system of equal temperament is undoubtedly indispensable in 
modern music; Hauptmann calls it a necessary evil, but still an evil 
which, in consideration of the comparatively slight deviations from pure 
harmony, is quite besrable. We can Mnk only in aecordanee with ib» 
system of pure harmony, at the ibundntion of which are our modes. 
Only when based on these latter can the values of the consonances and 
dissonances be established, which Helmholtz has most ingeniously ac- 
complished through his observations of the pulsations caused by two 
tones of unequal pitch vibrating simultaneously. 

In the model-keys of C-m^or and C-minor we find the following series 
of proportions: , t • f i i 

4 M i f i 4 4 4 « 4 ^ 
t»t**4*4»* 

In these two modes three varieties of thirds, and as many varieties of 
sixths, may be found. 
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t. The ofttural mi^or third [\) and its iDvenion, the minor sbrth (f ) , 
bo^ consonant intervals. 

2. The natnral minor third (f) and ita inveraion, the miyor aizth {fj , 

both consonant. 

3. The Pythagorean minor third [l^] between D and F, t. e. between 
the dominant fifth and the sub-dominant fundamental. This tliird is dis- 
sonant, although differing from the minor third only by the syntonic 
comma In practical liarmony it ia treated aa a eonsonante. For de- 
termining the degree of eaphony [of any interval] the tones of combina- 
tiou are best employed. 

The Pytliagorean major third would be formed by setting the fourth 
fifth, reckoning from the fundamental of the sub-dominant, beside this 
latter. Taking, for instance, the series of fifths F-a-C-e-G-b-D-J^-A, 
F-A would be the Pythagorean major third }^ , consisting of two 
greater whole tones (— f X f ) . In a progression with cross-relation : 



'31 



the a s=f of /'passes into the^=} of Z)or=f|of F. 



The inversion of the Pythagorean minor third lyiF* (||) is the Fytiift- 
gorean major sixth (F-P' , which interval is greater by a syntonic 

comma than the natural major sixth ) . 

Further, four varieties of fifths are to be noticed. 

1. The perfect fifth C'-G" (|) , .consisting of a natural major third (J) 
and a natural minor third (^) . Its inversion is the perfect fourth G'-C' 
(I) . Both intervals are consonant. 

2. The diminished fifth in the diminished triad of minor chaiaeter, 
«. ff. If -ay named by Helmhgltz the imperfect fifth , is narrower by 
the syntonic comma than the perfect fifth ; its inveraionf which Helm- 
DOLTZ calls tlie imperfect fourth, is a -If — 

3. The diminished fifth, named by the old tlieoreticians the '^false" 
fifth : h'- y — \\, is composed of a uatnral minor third and a Pytha- 
gorean minor third It is dissonant, as is likewise its inversion, 
the tritone f-h' = || [also called ^'augmented" and **fiase*' fonrth), an 
interval which embraces tliree whole tones, t X V ^ t — f 7^ = 

4. The augmented fifth, as it occnra in the harmonic minor mode be- 
tween the third and seventh degrees, embraces two major thirds. In 
C-minor ey'-h" — |jJ is the augmented fifth, whose inversion is tiie di- 
minished fourth b'-r/' = II ; both intervals are dissonant. 

The sevenths and seconds are as follows : 

1. The diminished seventh in minor b'-a'/\ formed by combining 
4'-2>", n"/F", and K-ab", has the proportion W> is a harsher 
dissonance than its inversion, the angmented second aM =11- 

2. The lesser minor seventh Cf-F", or J -o", or Jf-C" = Ac- 
cording to Hblmholtz it is not so hardi a dissonance as the diminished 
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seTeuth, an opinion at varianee with the eatabliBhed practice. It is tiie 
inTeroion of the greater whole tone CT-If = whieh the above-named 

scientist regards as the harsher dissonance. 

3. The greater minor seventh, for example : /-/)". or a'-G" = ^, is 
grater by a syntonic comma than the lesser miuor seventh, and is 
sharply dissonant, like its inversion, the lesser whole tone D'-e = 
this latter being a sharper dissonance than the greater vholo tone. 

4. The major seventh, for example: F*^ 4\ or (T-W = V> accord- 
ing to HEEjmoLTZ, dissonant to about the same degree as tiie lesser 
whole tone. Its inversion, the diatonie second V-Cf s f| , is the shar- 
pest dissonance fonnd in the scale. 

Finally, the augmented sixth of the "extended" mode: -a?' -e^" - 
a'-y'-D"'-f^*\ or al^'-ZJC' = III, must be mentioned "^as a dissonant 
interval. Its inversion is the diminished third f%-d^' = \ W, likewise 
dissonant. 'Altered" intervals or chords are therefore non-existent. It 
should also be observed, that every ehord containing a dissonant interval 
is dissonant. 

Vote X. On the chord of the fourth and sixth and its treatment a 
thorough and instructive treatise has been written by the deserving theo- 
retician, WiLiTFT.M RisciiBiETER. It is entitled : "Three theoretical dis- 
sertations on Modulation, the Chord of the fourth and sixth, and the 
Organ-point" Drei theoretische Abhandlungen ttber Modulation, Quart- 
sextaccord und Orgelpunkt, Dresden, F. Bies, 1879]. 

Note XI. For tiie better eomprehension of the terms A«nii and amitf 
the downward beat and the upward beat, whieh are derived from the 
Greek, and originally signified the treading with and lilting of the foot 
in the processional songs, we should remark, that every measure is divi- 
sible into thesis and arsis. The Grecian method of division for the mea- 
sures of two or three equal parts is the best. 

In the measure of two parts the thesis is of like duration with the 
Theaig Ania 



arsis : 



^ ~ r r measure of three parts the thesis has 

Thesis Arsis 



twice the length of the arsis: 





fc i-^ — 1 




3^4_i 





Within the measure 



subdivisions can be made; for every thesis or arsis may be, in turn, di- 
vided into thesis and arsis; t. g» 

2Mf ArtU 



I 



4 



Thesis Arsis Th. An. Th. An. 

Thesis Arsis Thesis Arsis 

At the foundation of tliis measurement lie two species of metrical feet, 
the spondee (- -i and the trochee f- ; tlirough their aid an easy explan- 
ation may be found for any form of the two-part or three-part mea- 
sure. This beet ihylhmieal and metrical analyses are those of BinxEfE 
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WssTPHAL, in his work: ''The Elements of Musical Rhythm'* [Elemenfo 
dea musikalischen Khythmus, Jena, Costenoble, 1872]. The examples 
taken from the works of Oluck, Mozart, and other masters, confirm the 
opinion, that the Grecian mode of rhythmic&l analysis is also the sim- 
plest and clearest for modern music. 

Koto xn. The opinions of 0. Ftt. B. Bach find oonoboration in 
JoHANN Datid HraNi«BN*8 ^Hiuinal of Thorongli-baas" [Leiure vom Cle- 
nend-Bass]. Both editions, of 1711 and 1728, agree, in the views ex- 
pressed on the treatment of Recitatives, with the exposition of C. Ph. E. 
Rach. In the earlier edition the subject is liandled more briefly « bat 
none the less forcibly, than in the later. 

''The recitative-style", he says, "holds the same place in comparison 
with knoful music, as free prose compared with versified and metrieal 
poetry". 

With reference to the employment of diords, whetie no figoies ate 

given over the bass, § 4 runs thus : 

"Two things are to be taken into consideration: 

1 . We must know what style of liguration and what chords are usoally 
employed in recitatives. 

2. We must be able to judge, from the vocal part, what manner of ac- 
companiment is snitable in a giyen ease". 

(§ 5) "RespeetiDg the first we find, by employing the arlan eomMio- 
/onam, which is so helpful in all sciences, that besides the triad no more 
than eight varieties of chords may be used by a composer in the reoita- 
tive-styie \ these being : 



a 


b7 1 7« 
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6» 


5 b 
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4 


4 








2 




2 











It follows, that) to any recitative wliatsoever , the accompanist must 
employ either (he triad, or one of the chords jnst mentioned; excepting 
that at times snch other resolations as 4 3, 9 8 ete. may properly be 
need, which however seldom happens ; these latter resolations wonld in 

any case have been learned from the foregoing". 

Here follows an exposition of the recitative-style by means of practical 
examples. He then writes, in § 27 : "The manner of handling recitatives 
varies greatly according to the instrument employed in accompanying. 
In sacred ['d^nrch*] recitatives, where we have to do with the prolong^ 
and droning tone of the oi^pan- pipes, the matter is very shnple; the 
notes being generally struck and held down wifliont ftartiier ceremony till 
another chord follows, which is treated in like manner. (§ 28) Should, 
however, the hands be lifted immediately after striking a fresh chord, 
thus producing a pause in the accompaniment, this occurs, according to 
circumstances, for the better hearing of the singer or of the other accom- 
panying instmments. Further, the hands may be lifted when the bass 
has tiie same tone and chord daring tliree or fonr or more measures, and 
the ear might become wearied through the continued monotonous hamming 
of the organ-pipes. All of which is left to the judgment and pleasure of 
the accompanist. (§ 29} For playing on the claoietmbalo ^ and accom- 
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panying theftiie-ieeitotiveB, more skill is required. One must learn 
above aU flungs to play a good» bat short, arpeggio, whieh is the foaada- 
tum of H good theatre-accompaniment, and can be learned hx better by 

practice than by theorizing. (§ 30) Tlierefore one mast learn to play it 
with the left hand, or the right, or both together, correctly and at the 
proper time. For. when the singer is, so to speak, in the midst of his 
recital, it lias a very ill effect if the accompanist amuse himself by con- 
tinually playing arpeggios, as if he desired to outdo the singer. On the 
other hand it is not well for the aeeompaaist to stop short at ereiy trifling 
pansOf or when the singer takes breath, as if it had been mntnally agreed 
upon beforehand.^ § 3 1 and 32 expliun, that the most mast be learned 
through practice. From p. 228 to p. 260 the subject is praetieally ex- 
emplified by the aid of two cantatas. 

Note Xm. The views of C Ph. E. Bach respecting the accompani- 
ment arc also confirmed by later authors. Johann Samuel Petri touches 
on this subject in his "Introduction to Practical Music^ [Anleitung zur 
praktisehen Mnsik, Leipzig, Breitkopf, 1 782]. He recommends howeyer 
that the pedal-basa be played tiiieeaio , so that the singer may not be 
OTorpow^ed; ofaserying, on p. 3tl: hare still to remark, that when 
an organ contains a my soft stopped flute-register, the ohords, in reci- 
tatives without other accompanying instruments, may be quietly held in 
the left hand, and the fresh bass-notes executed staccato in the pedal. 
The singer is thus well supported, and not overpowered ; the tenor chords 
are likewise more suitable for accompanying tenor or bass recitatives than 
the higher, shriller chords. It is a different matter in the case of the 
aria, where the octaYCS oorer and reinforce eaeh other off oUom when 
the first violin and flute play the melody together with the tenor ; for in 
the recitative the organist strikes simple chords without melody, and it 
would be absurd to play these high". 

In another passage, speaking of supporting the singer by means of the 
accompaniment, he regards it as desirable that the accompanist should 
play the separate notes of the vocal pari, which in recitatives were ge- 
nenlly chord-notes, on the organ ; t. «. he should play broken chords. 
This was, of course, no arpeggio in the present acceptation of the term, 
in whieh sense it was also employed by 0. Fh. E. Bach for the piano- 
forte-accompaniment, but a [rhytlimically measured] playing of the se- 
parate notes of the chord, probably in recitatives which were to be sung 
slowly. This manner of playing in broken chords was at that time desig- 
nated as an "arpeggio", as also confirmed by J. D. Heinchen (or Het- 

hichen). 

After this explaaaticn it will be easy to understand the remarks of the 
authors of the 1 8^^ century on the arpeggio, and to bring the same into 
agreement with the observation of 0. Ph. E. Bach, that "on the organ 

the arpeggio ft. e. the pianoforte-ar/j^y^rto, in which the chord as a whole 
retains its position in the measure) is not to be employed". What Petri 
says, on p. 171, has reference to this playing of the notes of a chord se- 
parately. **The organist should never play the melody together with the 
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singer, but must keep to his chorda ; except in recitatives, where he may, 
if the singer be unpracticed , and hesitates , or sings false , occasionally 
help him back by playing broken chords, or if necessary even a few tones 
of his melody''. In connection with the above remark stand the rules 
whieh he givee Jiut before it: ''in leeitatives he should not simply hold 
fhe ehords down, but dunild play broken ehords, or the arpegffio^ and 
avoid all trills, which ought to be left to the smgers and to the other in- 
struments. In recitatiyes he should , after striking the chord, hold the 
bass alone, at times in the pedal, at others in the manual , according to 
the strength of the singer. At the same time he cannot regulate the ac- 
companiment merely in accordance with the measure, but rather with the 
smger, who cannot possibly bind himself to the exact time if he is to 
§^▼0 the proper form to his deUYery^. 

Vote xrv. In using the edition of the BMhgesellschaft the exoeUent 
prefaces, by that eminent student of Baoh'8 eompoidtionB, Dr. W. RuBT, 
should not be overlooked. 

Ch£tsand£R B instructive biography of Handel is also well worthy of 
notice in connection with the study of Handel's works. 
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A„ A, A a a' a'* a'" a"" 153— 154, abso- 
lute pitch acc. to number of vibra- 
tions 155. 

Absolute nitch, v. Pitch. 

A cappelM style (= pure vocal compo- 
sition without instr. accom.) lU. 

Accidental interval IIL 

Acoustics, science of, as applied to mu- 
sical tones et seq. 

After-striking I K). 

Alphabetical notation, v. Notation. 

Altered chords 103^ lOL IM. 

Alto-clef 111. 

Amplitude of vibration 

Anticipation 1 45. 

Arabic numerals, used to indicate de- 
grees of scale 1 — 3. 
Archytas 15'.>. 

Arpeggio in accomp. recitatives 167— 

168. 
Arsis 83_, 

Augmented chords H>(>, acc. to Haupt- 
MANN iliU ; second unmelodic treat- 
ment of in minor 22— 34_. 57—58, 
68, 101 ; intervals 6 — 9, non-melodic 
24, iU ; triad 3(r, progression 67^ free 
entrance not allowable 6L prepara- 
tion tlL 

Authentic close in major 23^ in minor 
31 ; modes 160. 

B„ B,Bbh' h" h'" h"" 153—154, abso- 
lute pitch aco. to number of vibra- 
tions 155. 

Bach, Carl Ph. E. , "Essay on the 
true method of playing the piano** 
119 , recommends contrary motion 
in playinj^ from figured basa 119, on 
covered octaves 120, on dimin. fifth 
following perfect, and vice versa 120. 
rules foreshadowing those for "in- 
terconnection of the chords'* 120. 
on peculiarities in writing sigoatures 



at and before his time 123 . on use 
of simple figures 1*25, c beside figure 
or lino through the same 12G, on the 
flat 12L natural (l;) 127_, 128. 
double-sharp (x) and its equivalents 
127, 128, double-flat ( ?b ) or great 
flat (1?) 127. 128. double chromatic 
signs (Sl and^^l28j on use of flats 
or lines through figure instead of 
natural 12S. best manner of writing 
chromatic signs in thorough-bass 
notation 129, figuring when a chord 
is to be repeated 130 — 131, with 
dotted notes 131 . with rests 132. 
rhythmical value of figures 132 — 134, 
remarks on Telemann's curve 134, 
examples of organ-points 137 — 138, 
the arpeggio in accomp. recitatives 
167—168. 

Bach, Joh. Seb., 371 four-part cho- 
ral-songs 15L 

Beethoven, passage from Leonore 
Overture No. 3, 146. 

Be-quadratum 128—129, 160. 

Be-rotundum 129^ 160. 

Boehmb, Franz M. , '^Old German 
Song-book** 161. 

Boetius and the Harmony of the 
Greeks \hL 



C. C, Ccc' e' c'" <r" 153—154, abso- 
lute pitch acc. to number of vibra- 
tions 155. 

C-cUf IIL 

Cadence, v. Close. 

Calvisius, Sethus 152. 

Cautus firtnus 44^ directions for har- 
monizing 147. 

Changing notes 140 — 141, false 141. 

Choral composition 147. 

Chorals, books of, by Samamn and 
DdRFFEL 151. 
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Chords, interconeetion of applied 

to progressions between triads liL 
Chrotnattc, definition of term l pro- 
gressions, 82—83, signs , x, [?, 

W, b'i?.) m— 128j also com- 
pare Thorough-bass notation. 
CuRYSANDER, Wography of Handel 
lt>8. 

Church-modes 159—161. 
Clefs, view of ML 

Close (or cadence) authentic 23, plagal 
23, perfect 23, 52^ in minor 37—38, 
deceptive 38, 56, 78^ most complete 
c. with triads 41, c. with dominant 
chord of the seventh 52^ 54. 

Close position 3U. 

Comhtnation, tones of 1 5S. 

Cotnbined mode 62. 70 — 71, in modu- 
lation 81—82. 

Comma, syntonic 163. 

Common chord, v. Triad. 

Consotumces 6—7, perfect 6^ 9, 147, na- 
ture of 48, 53, in perfect narmony 
as ordered by Helmholtz 157. 163 
—165. 

Conira-octave 153. 

Contrary motion 18, 46, between in- 
directly connected chords 1 7 — 19,54. 
between chords connected through 
the third or fifth 22—24, for avoiding 
parallel fifths lliL 

Covered fifths 33 , 54j, 119; octaves 44i 
46, 54. 

Cross-relation 10^ 2L 

D.,D,Ddd' d" d'" <f"' 153— 154, abso- 
lute pitch acc. to number of vibra- 
tions 155. 

Dash or stroke through a figure 48', 
126—130, m (4^ ) after a figure IM 
—134. 

Deceptive close 38, 56, IS. 

Degrees of scale , indicated by Arabic 

numerals 1—2, by Komau numerals 

15. 

Diatonic, defined 154, composition 22- 

Differ etttial tones 158. 

Diminished chords of the seventh 60 — 61 , 
need no preparation 62 ; intervals 
8 — 9, indicated by the nought 
\Qh ; triads in major 16 — 17, in minor 
31. on 2"! degree in major non- 
interchangeable with that on 4ih de- 
gree of relative minor 79^ mathe- 
matical proof 159. 

Dissonances, diatonic 10, chromatic Hi. 
character of as apposed to conso- 
nances 4fi, various degrees of 



I sharpness in, acc. to Helmholtz 
163-165. 

j Dissonant triads, on 2nd ;4nd 3rd de- 
I ^ees in minor 30 — 31 , on 7tb degree 
j in major 17, 48, in minor 4S. 
I DoRFFEL, ""Book of Chorals" I'^l- 
, Dominant cltord of the 7th 51^ prepara- 
tion S2 — 53j resolution 53 — 59^ in 
closes 52 , 51 , its inversions 11 and 
their progressions H — 15; triad, in 
major 12, in minor 
Doited notes , rhythmical value of fig- 
I ures over HL 
Douhle-contra-octave 15iL 

Double -fat (bl?) 128_, or great flat ([;) 

128. replaced by a ^ 

Double -sharp (x) 36^ 127 . through or 
beside figure 128 , its equivalents 
128, invariable signification in tho- 
rough-bass notation 130, replaced by 
line through figure 129. 

Drobtsch , M. W. , '*0n pure harmony 
and equal temperament" 161—163. 

E„ E,Eee' e" e'" e"" 153—154, abso- 
lute pitch acc. to number of vibra- 
tions L&5. 

Ekventlis = fourths 124. 

Enharmonic step 8, 9j differences of Py- 
thagorean system 156. changes 135. 
progressions, examples of 138 — 139. 

Equal temperament, v. Temperament. 

Exceptions in progression based upon 
rules of strict composition tiiL 

Extended modes 103. 105 — 7. 

jP„ F. Ffff'f"f"'m—lb4,iihao- 
lute pitch acc. to number of vibra- 
tions 155 

F-clef (= bass-clef) IIL 

False fifth (= dim. fifth) 120, indicat- 
ed by a 1' 124 , mathematical value 
of IM ; fourth (= augm. fourth) iM. 

Fifth, mathemat. value of 154^ 164, con- 
nection through the 13, covered fifths 
33. 54. parallel 25^ 101. chase after 
122 . dimin. following' perfect, and 
vice versa 120, 159 ; natural progres- 
sion of dimin. fifth , 121, dimin. fifth 
indicated by a 7 124 , succession of 
fs on thesis or arsis not necessarily 
incorrect 122. 

Fifth and sixth, {= third, fifth and sixth) 
chord of 73_, indicated by 5 7 134 . 
augm. chord of 100—101, 103—104. 

Fifth octave IM, 

Figures, Figuring, v. Thorough-bass 

notation. 
First or great octave 153. 
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Flat (b) defined 2^ 127, indicates dimin. 
fiftE" 121 . through or beside figure 
lil , replaces S 128 . formerly called 
''Be-rotundunr{=s round B) 129. ISO. 
double -fiat (7b) 127—128, great flat 

Four -part score t as now and formerly 

written 147. 
Fourth, mathemat. value of 151, \Mi 

parallel / « accomp. by the third 

43^ 54—55, 69, Ifi. 
Fourth and sixth, chords of 40 — 45, 

progressions in connection with 43 

—44, successions of modulatory 

power of bh, Rischbieters 

treatise on 165. 
Fourth octave 154* 

Fundamental harmony 38 — 39, position 
of triad 38^ trioM in major 13^ in 
minor 29—30. 

G., G,Gq^f f" 153-154 ab- 
solute pitch acc. to number of vibrar 
tions iM. 

G-cUf (« violin-clef) LLL 

Gabrieli, Giovanni l6tL 

Gallant style 12L 

Great flat (|^) 128i octave (= first oc- 
tavo) 15iL 

Handel, Chrysandbr's biogr. of IM. 

Harmonic minor scale 3, superseded by 
melodic 'il^ 

Harmonic overtones 1 58 . 

Hauptmann, MoRiTZ, system of alpha- 
betical notation in major 12—20, in 
minor 28—36, on indirect connection 
of triads 17_, on derivation of melo- 
dic preparation of chord of the fourth 
and sixth 42, on successions of those 
chords 44^ definition of chord of 
the seventh 66^ of chord of the ninth 
88. on augmented chords 103. on 
'^lang*' and "Temperatur** 155i col- 
lection of short articles entitled "0- 
puscula" 155. on equal temperature 
of pianoforte 157. "Science of Har- 
mony" 158, principal work, 'The 
Nature of Harmonic and Metrical 
Science" IM opinion on equal tem- 
perament 163. 

Hklmholtz , H^ "Science of the Per- 
ception of Tones" 152. 158. on the 
fifth of the tempered system 156, 
arrangement of consonances in pure 
harmony 157 . mathemat. values of 
consonances and dissonances 163 — 
165, system of alphabetical notation 
29, IM. 



Heinchbn , JoH. David , "Manual of 
Thorough-bass" IM. 

Imperfect consonances Ibl, fifth IM. 
Indirect connection 18, 
Inhartnonic relation, v. Cross-relation. 
Interconnection of the chords li. 
Interpolated notes 18_, 19 . 24 . IL. 
54 etc. 

Intervals, defined 6, consonant 6, per- 
fect 6_, inversion of I— iL limits in 
formation of I, augmented 1—8, 
diminished 9, mathematical relations 
of 154— 159, 161—165. 

Inversion of intervals I — of triads 
38, of chords of the seventh 13l 

Key-note, v. Tonic. 

Keys, major and minor, v. Major and 
Minor. 

Lassub, Orlandus IfiiL 
Leading-note IS* 

Ijetters, as symbols of tones , v. Nota- 
tion, alphabetical. 

Ligature, correct use of 56^ signifies 
preparation 62. 

Ltne or Dash drawn through a figure 
48, 125-130. replaces x i2<L 

Major Keys, view of 19— 20; thirds, 
successions of 64; triad I2j charac- 
ter of contrasted with minor 28 — 30. 

Mediant (= Third) 12, 

Melodic minor scale 3, 8fi. 

Middle- C IMs 

Minor Keys, view of 34 — 36; charac- 
ter as contrasted with major 28 — 30 ; 
triad 2a. 

Mode, defined 12i major 12, minor 28, 
difference in character of major and 
minor 28—30 ; combined (major and 
minor) m. 62^ lli— plagal and 
authentic L59— 160; church-modes 
lAa— 160, regular and transposed 
systems of 160: extended modes 
103—107. 

Modulation 108j with chord of the 
fourth and sixth 45, 55, with chords 
of the seventh, diatonic 18 — 81 . 
chromatic &1 — 82, in pure and tem- 
pered harmony 12, augm. triad in 
81, combined keys in 80—81, Risch- 
bieter's treatise on 165. 

Monochord IM. 

Natural (?) defined '1, 127^ through 
or beside figure 128, replaced by flat 

128. by line through fij,nire 128, for- 
merly called " Be-quadraium''' (square 
B) 1 28—129, IM. 
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Ninth, chord of the 8B— 93, defined by 

Hauptmann 88. 
Noises distinguished from musical tones 

152. 

Notation, alphabetical, Hauptmann'S 
system 12^ 2S ; Helmuoltz 8 system 

Nought ft in Thorough -bass notation 

105. 

Numerals, Roman and Arabic, v. Ro- 
man and Arabic. 

Octaves t covered 44, 46j 54j parallel 
25, 119. chase "after parallel fifths 
ana o'« 122, successions of o's on 
either thesis or arsis not necessarily 
incorrect 122; arranged according 
to absolute pitch 153 — 154, named 
with reference to length of organ- 
pipes 153 — 154. 

Oettingen , A. V. , "System of Har- 
mony in its Dual Development** IfiL 

Open position 39. 

Organ, as employed in recitatives IM 
— 1 68, octaves in named acc. to length 
of pipes 153 — 154. 

Organ-point 88—89, m— 144_. har- 
mony taking the place of 141, Risch- 
bibter's treatise on 165. 

Overlapping or Overreaching system^ v. 
Extended modes. 

Overtones 157. 

Palestrina IM. 

Parallel Jifths and octaves 25^ 101_, 109, 
chase after 122 ; fourths accomp. by 
the third 13 — 44; 54—55, 69^ 76^ 
motion IS. 

Partial tones 158. 

Parts, how numbered 14. 

Passing chords 111 — 142 ; notes 140, 
chromatic 103; sevenths 103, free 
entrance of 83. 

Paul , Oscar , '^Absolute Harmony of 
the Greeks** 1 59 , **Boetius and the 
Harmony of the Greeks** 154, "Hi- 
story of the Pianoforte'* 157, editor 
of Hauptmann'S "Science of Har- 
mony*' 158. 

Perfect clone in major 23^ 52^ in minor 
38 ; consonances B — 7^, former classi- 
fication 12j alike in Pythagorean 
and modern systems 

Period of vibration 152 , used to esta- 
blish compar. values of intervals 
154—5. 

Periodic movement 152. 

Petri, Joh. Samuel "Introduction 
to Practical Music" 167—168. 



Pitch t natural 127; absolute 153. de- 
pendent upon period of vibration 
; limit of perceptible differences 
in 156. 

Plagal, defined 159; close in major 23, 

in minor 37_; modes 160 — 161. 
Position, close iiii ; fundatnental M ; open 

39. 

Preparation, of chord of the fourth and 
sixth , harmonic ID , melodic 12 ; of 
dominant chord of the seventh 52; 
of subordinate chords of the seventh 
60, 01^ 

Prime, augmented on impossibility L 
regarded as the same as the octave 

m. 

Principal chord of the seventh 52. 
Ptolemaeus, Claudius 151- 
Pythagorean system 156 . minor third 
lop; 101. major third IM. 

Rameau 1^ 

Ranpe of musical tones 152. 

i2ectra<tpejf,accompanimentof 166 — 168. 
Regular system of modes 100. 
Relative major Key fiE , modulation to 

72j 77 ; minor Key 60. 
Resolution, defined 53 ; progression to 

a dissonance no r. 63, 65. Sjj. 
Resonator l.'>8- 

Rests, signification of figures over 132- 

Retardation 144 — 145. 

Richter, E. Fr., Manual of Harmony, 
v, 100, 12fi. 

Rischbietbr, W. , "On Modulation, 
the Chord of the Fourth and Sixth, 
and the Organ-point" 105. 

Rotnan numerals, used to indicate de- 
grees of scale 45^ 51^ with the nought 
n 51, in modulation 108, UlL 

Round B 129, IM. 

Rust , Dr. W. , Prefaces to edition of 
Bachgesellschaft 168. 

8 AM ANN, "Book of Chorals** 15L 
Scales, major, minor and chromatic 
1—6. 

Score, four-part, as now and formerly 
written 147—150. 

Second, general definition 1 , progres- 
sions 8 1 — 82, matliemat. value of 
155. 164; augmented unmelodic 3, 
treatment in minor 32—34, 58, 68^ 101. 

Second (= second, fourth and sixth] 
chord of 13 , various modes of figur- 
ing 134 ; augmented chord of the 102. 

Second octave 153. 

Semitone, diatonic and chromatic 1 — 2, 
mathemat. values of 155, 
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Sequences 25_, with chords of the se- 
venth 71—72. 

Seventh, resolution 53^ 81 — 82, mathe- 
mat. value 155. 104. earlier employ- 
ment 61 , preparation g2 , free ent- 
rance 62j 6S^ upward resolution 6iL 
70. relation to fundamental 81_, pas- 
sing «'« 83^ IM, 

Sevetith, chords of the M , sequences of 
71 — 72, in modulation IS — 83, pas- 
sing S3 ; dotninant chord of the 5i , 
its preparation 52 — 53, its resolution 
53 — 59, in closes 52, 51, subordinate 
chords of the in major 60 — 65, their 
preparation 59 — 62, in minor 66^ 73, 
their progressions G7 — Inver- 
sions 73. 

Sharp l^) defined Ij 127. beside a figure 
3(i, 4S , 125 — 126, above over baas- 
note 36^ 129, replaced by stroke or 
line through figure 48, 128—129. 

Sirene 154. 

Sixth, mathemat. value of 155 , 164. 

chord of 39, augm. chord of 100. 101. 
Sixth and fourth, v. fourth and sixth. 
Sixth octave 154. 

Skip , defined 1 , not allowed in chro- 
matic progressions in strict harmony 

Soprano-clef 111. 

SORGB 1^ 

Spondee 165. 

Square B 128—129, Ifift. 

Step, defined L 

Suh-dominant, triad of the, in major 13^ 

in minor 2^ 
Subordinate chords of the seventh 60 — 65 . 

preparation 60^ 62j; triads, in major 

15^ in minor 29—31. 
Summation, tones of 
Suspensiotis 93—98, fjllso JiiL 
Syncope 144. «r / 

Syntonic cotmna 1 63 

Taktini liiS. 

Telemamn, his use of curve over 

figure 134. 
Temperament, equal Hj 16 — 17, enhar- 
monic cliangea effected through the 
medium of 135. compared with sy- 
stem of pure harmony 155 — 157, as 
presented by Drobisch Ifil — 163, 
indispensable in modem music IfiS , 
Hauptmann'8 practical system of 
157. 

Tempered systetn, v. Temperament. 



Tetior-clef 111 ; part, in violin -clef 
14L 

TentJis, = thirds 12L 
Tetrad hJL 
Thesis Sd^ IM. 

Third, indicated by a 3 pp. 14—16, 124^ 
by chromatic sign alone 129 , con- 
nection through the Ih , doubled 34i 
mathemat. value of 155 , 104 . suc- 
cession of major thirds M< 

Third and fourth, (™ third, fourth and 
sixth) chord of 74^ augm. chord of 
100. 1112, 

Third and sixth (= sixth) chord of 29. 
Third, fifth and sixth (-» fifth and sixth) 

chord of 74. 
Third octave 154. 

Thorough-bass notation, defined 47—48, 
fundamental principle of 40i 74, in 
scores of Bach period 123 — 1 39. 
Chromatic signs in : (1 ) the beside 
figure 36i 48, 125, alone over bass- 
note 36^ 1 29, replaced by line through 
figure^ 128—130 ; (2] the x 36, 122 
— 128, its equivalents 128. invariable 
signification of 129. replaced by line 

through figure 1311; (3) the >^< in- 

stesrd of | in old scores 127; (4] the 
b 2j 127 , through or beside figure 
128, indicates dimin. fifth 124, takes 
the place of W 129^ of 128^ for- 
merly called ^Be-rotundum** (=TOund 
B) 129^ 160^ (5J tn' m or great flat 

{/) 128^ replaced by i? 129j (6) the 

(!?) {great flat) 128i (7) the 2. 127. 
through or beside figure 128, replac- 
ed by lJ8j formerly called "-Be 
quadratum" (= square B) 128—129, 
160 ; (8] double chrom. signs (i;^ jt 
b) 128^ [9] lifie or stroke through fi- 
gure iS , m, 128, The nought 

n liiLTELEMANN's curve ( over 

figure 134. 

Three -part hctrmony, as formerly figur- 
ed 124. IM.. 

Tones, musical, as distinguished from 
noises 152, classification of 153. 

Tonic (= Key-note) 12, triad of the in 
major 13, in minor 29. 

Tratusposed system of modes 160 — 161. 

Triad, major 12^ minor 15^ 29^ three 
fundamental fs in major 13, in minor 
2£ , subordinate Vs in major 15, in 
minor 29 — 31, dimin. Cs in major 16 
— 17, 159. in minor 111 , view of all 
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triads in mnjor 17, in minor 30, 

an^. triad in minor 30, 07. Lirer- 
siom 38 — 18. Diasonmt fs, v. Disso- 

Tritme unmelodic 24, 64» 69. 
Trochee 165. 
Ttcelftlts = fifthB 124. 

Undertone 158. 



Vihratinm, theory of 152. 
Violin-clef (= r/-clef) 1 1 1 , as employed ■ 
in writing tenor-purt 147. 

W£STPUAL.| KuDOLFU, "Elements of 

Musical Bhytim^ 166. 
JJliole tone, greater and leaaer, mafhe- 

mat. values of 155, 

ZAiUJiiO 160. 



Errata. 

Page 17, line 7 from below, for form read from. 
» 44, » 9 from above, for A read o. 
• 76, » 6 from below, supply eomma between etm 
and Aoipmw* 

» 78, » 9 from above, for suited read adapted, 
» 79, » 8 from above, for mbUe read nAtUe, 
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